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www.DerwentArt.com

PROFESSIONAL QUALITY

Versatile • Vibrant • Portable

INKTENSE

INKTENSE PAINT PAN TRAVEL SET

Introducing the new Derwent Inktense Paint Pan Travel Set, with all the unique features
of the popular Inktense range in a portable paint pan set.

Artists on the move, experienced and new can create vibrant artworks wherever they are.

Available from all major Derwent stockists and from our website at www.DerwentArt.com

Derwent Inktense Travel Set includes 12 highly lightfast Inktense half pans, a convenient fold out

mixing palette, waterbrush and sponge, RRP £22.99.
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With the January issue of 

Leisure Painter comes the launch of

this year’s Open Competition (see pages

10 and 11). There is over £17,000 worth of prizes to be won and 

the opportunity to show your work to a wider audience, with an

exhibition of 70 shortlisted paintings at Patchings Art Centre

(opening on the first day of the festival on 11 July), which will also

be shown on our website, PaintersOnline, along with 50 highly

commended work, and the award-winners featured in the October

issue of Leisure Painter. So if you can’t visit the festival and

exhibition, you will still be able to view the work within our pages

and online.

With a deadline for submissions of 12 April, you have plenty of

time to consider how to showcase your talent and skills. We are

looking for original drawings and paintings from amateur artists

that illustrate individual interpretations of chosen subjects –  and

offer the viewer a little something extra, whether it’s an unusual

viewpoint, a narrative, or simply that your response to your subject

while painting shows in every brushstroke. Above all, enjoy this

competition. Painting should be fun! 

Entering competitions is a great way to stretch yourself artistically

and to find out just how well you are doing. It’s often difficult to

gauge your own progress and many entrants are surprised when

their work is chosen for exhibition. Although the judges usually 

see it immediately, many amateur painters have no idea that they

are so good. 

Our congratulations go to Philippa Powell for winning this year’s

Christmas Greetings’ competition, featured in our November issue

(page 6). We are delighted to send a donation to her chosen charity,

Parkinsons UK, and to send our best wishes for a Merry Christmas

and a prosperous and creative new year to all our readers,

contributor-artists and advertisers.

INGRID LYON Editor

FEBRUARY 2019 issue on sale 28 DECEMBER

Welcome
from the editor



26 Winter warmer
Part 1 How to paint the bright sunshine and
warm colours of central Italy in watercolour, 
by Colin Joyce

29 Beginners’ acrylics
Part 1 Add detail, texture and interest to 
your paintings of flowers and gardens, by
Matthew Evans 

34 Figures in watercolour
Part 1 Brian Smith begins his look at some 
of the problems associated with rendering
figures in watercolour

40 Winter practice
The snow may not have arrived yet, but here’s 
a practice run with acrylics, with Steve Strode

46 Pastels for beginners
Tips and techniques for painting with pastels,
by Jenny Keal 

49 Let’s start with art
Part 1 Linda Birch launches a new series
looking at popular media, what to choose and
how to use it. This month: charcoal 

52 Three practices
Part 1 Learn simple techniques and mark
making, and understand your materials as
Judith Heilbronn-Crown begins a new series 
on drawing with coloured pencils

FEATURES

13 Painting – Van Gogh style
Develop your own paintings by using the
techniques, colours and ideas of Vincent
van Gogh, by Sarah Wimperis

18 Wild about watercolour
How to use watercolour to sketch and
paint wildlife, with Julia Cassels

24 Painting project
Part 1 Colin Steed introduces this month’s
project from a photograph as he captures
a misty coastal subject in watercolour
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IN EVERY ISSUE

7 Diary
Things to do this month

8 Exhibitions
Some of the best shows 
around the country, including
London, Devon and Bath this
month

74 Books
The latest practical art books 
are reviewed

75 Art clubs
News, highlights, exhibition
listings and ‘best in show’ gallery

78 Online gallery
Jane Stroud chooses a landscape
in oils from PaintersOnline

Contents
13

On the cover
Robert Newcombe Winter Farm
at Pilsley, watercolour, 14x18in.
(35x46cm). Paint winter landscapes
in pen & wash on pages 56 to 59

Contents
JANUARY 2019
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56 White Christmas
Robert Newcombe suggests four ways of painting snow scenes in
watercolour – from photos, imagination, a sketch or on location

60 Studies in the landscape
Part 1 Anne Kerr discusses materials and mark making at the
beginning of her six-month drawing with ink series

64 Mindful drawing
Tips and techniques for drawing mindfully and regularly, with
Susan Yeates

67 Planet suite
Elena Parashko discusses the challenges she overcame to paint 
a mural in an observatory on a remote island

OFFERS, NEWS AND COMPETITIONS

6 Season’s greetings from Leisure Painter

10 How to enter this year’s TALP Open Competition –
£17,000 worth of prizes to be won!

28 Win a copy of Tim Pond’s The Field Guide to 

Drawing and Sketching Animals, courtesy of 
Search Press 

44 Enjoy money-saving offers when you subscribe to
Leisure Painter this Christmas

44 Special offers on Search Press practical art books
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Charles Evans Winter Landscape,
acrylic, 20x30in. (51x76cm). Paint 
a winter landscape step by step
using acrylics

t

How to plan and play with
watercolour to create original and
lively designs, with Claudia Myatt

t

ON SALE 28 DECEMBER

n Follow LP’s 31-day
drawing and painting
challenge this January 

n How to use a summer
photo to paint a winter
scene in pen and wash

n Paint landscapes in
gouache and acrylics   

n Simple techniques for
drawing and painting
flowers

n Paint a snow scene in
acrylics step by step

n How to use planning
and playfulness to
create lively designs 
in watercolour

n Tips and techniques 
for painting pet
portraits in pastel

n Develop your
understanding of
painting figures   

n Draw realistic rocks,
cliffs and stones in ink

n How to paint a vignette

n AND LOTS MORE!

Coming 
next month

The January issue of Leisure Painter is packed
with step-by-step tutorials and demos, tips,

techniques and advice for drawing and painting
landscapes, figures, animals, flowers and more!

LEISURE PAINTER 
ON-SALE DATES
Issue On sale
February 28 December
March 25 January
April 22 February

34
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ARTISTS’ 
VALUE 

BRUSHES
Available through a select group of stockists

www.artistsbrushes.co.uk
for full information on ranges, sets, prices. 

Great value! Big savings!

www.artsuppl ies .co.uk

GREAT DISCOUNTS     UNBEATABLE SERVICE

* See shipping policy for full details    † No minimum spend, one use for new customers only

 tel: 01204 690 114            email: sales@artsupplies.co.uk                              

 facebook.com/KenBromleyArt  L @KenBromleyArt    

FREE
shipping on orders

over £40 to UK mainland*

READER 
O F F E R

£5
OFF †

LPMF5your first order 
when you quote:

from the team at 

Philippa Powell More Snow Coming?, watercolour, 8x8in. (20x20cm)

We are pleased to make a donation of
£100 to Parkinson UK

as the charity nominated by our winner, 
Philippa Powell, in this year’s 

Charity Christmas Greeting competition. 

artist
and PAINTERSONLINE

Merry Christmas

and best wishes 

for 2019

LP Christmas greeting.qxp_News 1st  12/11/2018  16:33  Page 6

p06_lpjan19.indd   6 19/11/2018   11:15:27
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Diary
THINGS TO DO THIS MONTH

JANUARY 2019                                                 7

Call for submissions
The Harley Gallery at The Courtyard at Welbeck, Sherwood

Forest is inviting entries to its biennial open exhibition.

Artists of all ages and experience may enter, for the

opportunity to win the top prize of £1,000. An exhibition

of selected work will go on show from 2 and 6 January. 

For more information go to www.harleygallery.co.uk

NEWS
Project 13
Thirteen-year-old Rowan Briggs Smith was looking for a

way to give focus to her love of portraiture, so set

herself a challenge to paint 13 watercolours of her

friends, showing them as honestly as she could. Using

social media to invite her followers and friends on

Instagram to be part of the project, she asked them to

send a photograph they had taken themselves without

filters, or to meet her at lunchtime at their school so

that she could take their photograph herself. She

eventually selected 13 of the photographs which she

felt best represented her friends’ personalities, before

painting their portraits in her studio at home. She

writes: “I wanted to try to show everyone what it’s really

like to be a teenager, not just the side we decide to let

people see. Building up the layers of watercolour helps

me discover and reveal the layers of personality.” The

13 portraits will be exhibited at the Michaelhouse

Centre, Trinity Street, Cambridge, from 18 February to 3

March. The opening evening, on Monday 18 February

(6.30 to 8.30pm) will be the first time her friends will

have seen their portraits, adding drama to the evening. 

Jerome Crow Dom with Indian Yellow, winner of the Harley Prize 2017

t

Rowan Briggs Smith Anna, watercolour, 141⁄4x11in. (36x28cm)

t

Seasonal scenes
From now until September 2019, artist Anita Bowerman will be

painting 12 garden scenes in the RHS Garden Harlow Carr in

Harrogate as part of a 12-month residency. Using her signature

technique of painting with natural items she finds on the

ground, she explains: “You’ll find me in the garden in all

weathers… I try to incorporate into the scene whatever nature

throws at me as well as making impressionistic-style marks

using my natural painting tools. For me, it’s the best way to

capture the atmosphere, light and true essence of the subject.”

The paintings will be available to view in RHS Garden Harlow

Carr’s entrance conservatory during the month it represents,

with prints available to view and buy from

www.anitabowerman.co.uk. The full collection will go on show

at Harlow Carr’s annual flower show from 21 to 23 June 2019.

For more information visit ww.rhs.org.

Anita painting in the garden of RHS Harlow Carr 

t
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Exhibitions
JANE STROUD RECOMMENDS

LONDON
n Bankside Gallery
48 Hopton Street SE1. 020 7928 7521;
www.banksidegallery.com
‘Mini Picture Show’: works on a small scale
by members of the Royal Watercolour
Society and the Royal Society of Painter-
Printmakers, 30 November to 20 January.

n Dulwich Picture Gallery
Gallery Road SE21. 020 8693 5254;
www.dulwichpicturegallery.org.uk
‘Ribera: Art of Violence’, until 27 January. 

n Jonathan Cooper Gallery
20 Park Walk SW1. 020 7351 0410;
www.jonathancooper.co.uk
‘Soar’: bird paintings in watercolour and
gouache by Tim Hayward, until 8 December.

n Mall Galleries
The Mall SW1. 020 7930 6844;
www.mallgalleries.org.uk
‘Royal Society of Miniature Painters,
Sculptors and Gravers’, until 9 December.
‘Royal Institute of Oil Painters’: annual
exhibition, until 9 December. ‘Art for Youth
London 2018’, 12 to 14 December. ‘FBA
Futures 2019’, 8 to 19 January.

n National Gallery
Trafalgar Square WC2. 020 7747 2885;
www.nationalgallery.org.uk
‘Courtauld Impressionists: From Manet to
Cézanne’, until 20 January. ‘Mantegna and
Bellini’, until 27 January.

n Royal Academy of Arts �
Piccadilly W1. 020 7300 8000;
www.royalacademy.org.uk
‘Oceania’: celebrating the art of Melanesia,
Micronesia and Polynesia, until 10
December. ‘Klimt/Schiele: drawings from
the Albertina Museum, Vienna’, until 3
February.

Craggy cliffs and sunny coves
Chris Elsden Blackpool Sands, oil, 20x30in. (51x76cm), on show at Craggy Cliffs and Sunny Coves – an

exhibition of oil paintings by Chris Elsden at the Harbour House Gallery, The Promenade, Kingsbridge,
Devon from 11 to 16 December. Telephone 01548 854708 for opening hours or visit
www.harbourhouse.org.uk

t

Edward Burne-
Jones
Paintings, stained glass,

tapestries and jewellery will all

feature in Edward Burne-Jones at

Tate Britain this winter – the

first solo show at Tate since

1933. The exhibition includes

work from right across his

career as well as some of his

best-loved works. A range of

talks, tours and workshops

accompany the exhibition

including a floral workshop for

blind visitors on 17 December

and a curator’s tour of the

exhibition on 25 January. For a

full programme of events go to

www.tate.org.uk

Edward Burne-Jones continues

at Tate Britain, Millbank,

London SW1 until 24 February. Edward Burne-Jones Adoration of  the Magi, 1894, tapestry, 1011⁄2x1511⁄4in. (258x384cm) 

t
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n Tate Modern
Bankside SE1. 020 7887 8888;
www.tate.org.uk
‘Pierre Bonnard: The Colour of Memory’, 
23 January to 6 May. ‘Magic Realism’:
exploring the art of the Weimar Republic,
until 14 July.

REGIONAL   
n The Barn Gallery
Patchings Art Centre, Oxton Road, Calverton,
Nottingham. 0115 965 3479;
www.patchingsartcentre.co.uk
‘A5 Christmas Exhibition’: small works with
Christmas in mind, 1 to 24 December.

n Buxton Museum & Art Gallery
Terrace Road, Buxton. 01629 533540;
www.buxton.museum@derbyshire.gov.uk
‘Artwork 2018’: work by staff and students
from Buxton Community School and St.
Thomas More Catholic School, 1 December
to 23 February. 

n Castle Museum & Art Gallery
Castle Hill, Norwich, Norfolk. 01603 495897;
www.museums.norfolk.gov.uk
‘Visible Women’: work by women from the
modern and contemporary collection, until
28 April. 

n Ditchling Museum of Art & Craft
Lodge Hill Lane, Ditchling, Hassocks. 
01273 844744;
www.ditchlingmuseumartcraft.org.uk
‘Max Gill: Wonderground Man’, illustrations,
maps and humorous works by Max Gill,
younger brother of Eric Gill, until 28 April. 

n Djanogly Gallery
Lakeside Arts, University of Nottingham,
University Park, Nottingham. 0115 7484155;
www.lakesdiearts.org.uk
‘Beyond Camden Town: the Late Works of
Harold Gilman’, until 10 February.

n Ilminster Arts Centre
The Meeting House, East Street, Ilminster.
01460 55783; www.themeetinghouse.org.uk
‘Open Prizewinners’ Exhibition’: featuring
work by seven artists who were all
prizewinners in the 2018 Open Competition,
2 to 19 January.

n The Lightbox
Chobham Road, Woking. 01483 737800;
www.thelightbox.org.uk
‘Impressionism: The Art of Life’, French
Impressionist paintings and sculpture, until
13 January. ‘Elisabeth Frink: A Collector’s
Passion from the Ingram Collection’, until 6
January. 

n The Lowry
Pier 8, Salford Quays. 0843 208 6000;
www.thelowry.com
‘Lowry & The Pre-Raphaelites’, until 24
February.

n Millennium Gallery
Arundel Gate, Sheffield. 0114 278 2600;
www.museums-sheffield.org.uk
‘Darkness into Light: The Emotional Power
of Art’, until January 13.

n Pallant House
9 North Pallant, Chichester, West Sussex.
01243 774557; www.pallant.org.uk
‘Mary Fedden: Colour and Simplicity’, until
10 February.

n Royal West of England Academy
Queens Road, Bristol. 0117 973 5129;
www.rwa.org.uk
‘Albert Irvin and Abstract Expressionism’, 8
December to 3 March.

n Scottish National Portrait Gallery
1 Queen Street, Edinburgh. 0131 624 6200;
www.nationalgalleries.org

‘Planes, Trains and Automobiles’:
transportation photographs from the
National Galleries of Scotland, until 13
January.  

n Watts Gallery
Down Lane, Compton, Guildford, Surrey.
01483 810235; www.wattsgallery.org.uk
‘Christina Rossetti: Vision & Verse’, until 17
March. ‘In Print: Making Impressions’,
celebrating the art of printmaking, until 6
January. ‘Inspired by Nature’: original prints
and paintings by local artist, Celia Lewis, 12
January to 24 February.

All information given here is correct at the time of going to press, but you are 

advised to check details and opening times with the galleries prior to your visit 

in case of unavoidable alterations to their exhibition schedules

Night paintings
Well-known for his street scenes of Bath, Nick Cudworth’s one-man show at the

Victoria Art Gallery, Bath, will focus on Bath at night. The exhibition features

over 20 night paintings in the form of giclée prints on stretched canvas, made

between 2003 and 2018. Books and greetings cards will be available for sale

during the show. 

Nick Cudworth: Bath Night Paintings 2003-18 is at the Victoria Art Gallery,

Bridge Street, Bath from 1 December to 17 February. Visit

www.victoriagal.org.uk for details.

Nick Cudworth St. John’s Gatehouse, Queen Street, giclee print on canvas, 14x10in. (35.5x25.5cm)

t



artist

we are looking for the best two-dimensional works in any media
including drawings, paintings, printmaking and digital artwork from

amateur painters in the Leisure Painter category, and from more
experienced and professional artists in The Artist category. Up to 140
selected works from each category will be exhibited at Patchings Art

Centre in two separate galleries, opening on the first day of the 2019

Patchings Festival of Art, Craft & Design on July 11 until August 11, 2019

£5,000 purchase prize Award 
Selected by guest judge Lachlan Goudie ROI

for a work up to the value of £5,000
www.painters-online.co.uk    

£1,700             exhibition Awards
Up to 10 selected artists from the 2019 

The Artist’s category will be awarded a
mixed exhibition at Patchings Art Centre in

2020, worth £1,700
www.patchingsartcentre.co.uk

highly Commended Award 
A subscription worth £100 
www.painters-online.co.uk

£600 Batsford Awards
Four prizes of Batsford art books to the

value of £150 each
www.batsford.com 

£500 Caran d’Ache/Jakar Awards
Two prizes of £250 worth of art materials
www.jakar.co.uk

£500 Clairefontaine Awards
Two prizes of £250 worth of art products

selected from the Clairefontaine Graphic &

Fine Art range   
www.clairefontaine.com 

£850 Daler-rowney Awards
Five sets of materials to the total value of £850
www.daler-rowney.com  

£500 GreatArt Awards
Two prizes of £250 worth of art materials

from the UK’s largest art materials’ supplier
www.greatart.co.uk 

artist

artist

artist

£1,800 the harbour Gallery 
Award
One year’s representation by The Harbour

Gallery, Cornwall 
www.theharbourgallery.co.uk  

£2,600 Award
One prize of a showcase feature on 

a selected artist in Leisure Painter
magazine
www.painters-online.co.uk

highly Commended
Award
A subscription worth £100   
www.painters-online.co.uk
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2018 DALER-ROWNEY AWARD
Alison Barlow Waiting, watercolour and ink,
18x14in. (46x36cm)

wiN!
Over 40 prizes 
to be won 
worth over 

£17,000!

TALP
OPEN CALL For

JUDGES
sally Bulgin,
editor The Artist

David Curtis roi, rsMA

Guest judge 
Lachlan Goudie roi

ingrid Lyon, 
editor Leisure Painter

John sprakes roi, rBA, MAFA

Liz wood,
artist and co-owner of 
Patchings Art Centre

Over 40 individual prizes worth over £17,000 will be awarded to selected artists including:

WINSTON OH

WITH THANKS TO OUR AWARD SPONSORS

2
0
1
9
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£450 patchings Award 
A gift voucher worth £450 to be 

used at Patchings Art Centre in

Nottinghamshire
www.patchingsartcentre.co.uk 

£600 premium Art Brands Awards
One prize of Daniel Smith watercolours

worth £350 and one prize of Pan Pastels

worth £250   
www.premiumartbrands.com

£300 proArte Awards
Two prizes of brushes to the value of

£150 each 
www.proarte.co.uk

£300 royal talens Awards 
Two prizes of £150 worth of art 

materials
www.royaltalens.com    

£600 st Cuthberts Mill Awards
Three prizes of £200 worth of

watercolour paper
www.stcuthbertsmill.com

£400 winston oh Award
A painting course worth up to £400 of

your choice, provided by Winston Oh
www.winstonoh.com

pLUs people’s Choice Awards

in partnership with patchings Art Centre

2018 WINSTON OH AWARD 
suzanne stogdon Tangerines at Rest,
watercolour, 11x15in. (40x51cm)

2018 CLAIREFONTAINE AWARD 
John Barlow Pauline Loves To Stir It, 
oil, 20x16in. (51x41cm)

eNtries

   

ENTER
online at

www.painters-online.co.uk

Closing date for entries

April 12,

2019

2018 BATSFORD AWARD 
philip Montgomery Woodseats Reflections, 
gouache, 12x153⁄4in. (30x40cm)

The competition is open to artists worldwide. 
Two-dimensional artwork in any media, including
drawing, painting, printmaking and creative digital
artwork is welcome. Only original work completed
within the last two years will be considered and
paintings based on reference photographs must
have been taken by the artist or used with the
permission of the photographer. Photography,
except where incorporated into collage, is not
acceptable.

1 The entry fee of £18 covers up to THREE entries of 
two-dimensional works in any media. To give more
amateur artists the chance to exhibit, just ONE
work per entrant will be accepted for exhibition in
the Leisure Painter category. Please ensure you
enter the correct category. Artists can enter either
The Artist category OR the Leisure Painter category -
NOT both. The Leisure Painter category is for
amateur painters and The Artist category for more
experienced and professional artists.

2 No entry should be larger than 120x150cm 
WHEN FRAMED (canvases do not need to be
framed).

3 TO ENTER upload digital iles of your image(s) via
our website at www.painters-online.co.uk clicking
through the links entitled TALPOpen2019. Closing
date for entries is 12 noon on Friday, April 12, 2019.
Upload digital iles of the images you wish to enter
and pay your entry fee using our secure server.

4 Entries will be judged after April 12, 2019 and
selected works called for exhibition. These must be
framed (canvases excepted) ready for exhibition
from July 11 to August 11, 2019 at Patchings Art
Centre. ALL works entered MUST be available for
exhibition.

5 Successful entrants will be notiied by mid-May
about delivering their work between June 14 and
June 30, 2019 to Patchings Art Centre,
Nottinghamshire.

6 All care will be taken with entries but no
responsibility can be accepted for loss or damage
in transit, incoming or outgoing, whilst on the
competition premises or during the exhibition.
Originals selected and submitted for inal
exhibition must be fully insured by the artist and
left with the organisers throughout the exhibition.

7 All entries must be original. Submission of entry
in this competition automatically constitutes
acceptance of all the competition rules and
agreement to allow The Artist and/or Leisure Painter
to publish, republish and repurpose entries in print
and digital formats including but not limited to
magazines, promotion materials, websites,
databases and as part of downloadable digital
products.

8 By entering the competition, entrants agree to be
bound by the conditions of entry.

ALL eNtrANts 
will receive a complimentary
one-day entry ticket to the

Patchings Festival of 
Art, Craft & Design, 

worth £10

how to eNter 
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YOUR FREE

DERWENT GIFT THIS 

CHRISTMAS
For a limited time, from the 1st to the 24th 

December 2018, Derwent are offering readers

of the Leisure Painter and The Artist magazine this 

unique FREE gift of a Precision Mechanical Pencil. 

(normal RRP £7.99).

To redeem your free gift and full terms and 

conditions, please visit our website at 

 www.DerwentArt.com

WHILE STOCKS LAST

Use redemption code DERGIFT2018 at the checkout.

“An incredibly responsive drawing tool, giving

delicate marks with the lightest of touches alongside dark

� owing line when further de� nition was needed”.

ADELE WAGSTAFF
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To find out more and book your cruise, visit: www.sthildaseaadventures.co.uk
+44 (0)7745 550988 | +44 (0)1776 810802 | info@sthildaseaadventures.co.uk

Paint the breath-taking Hebridean islands, 
including St Kilda, aboard our beautiful 
ex-tall ship St Hilda or our small cruise ship 
Seahorse II with on board art tutor 
Anthea Gage RSW, with more than 30 years’ 
experience teaching artists of all ages. 
First departure date 28th April 2019.

PAINT & CRUISE THE SCOTTISH ISLANDS

Choose from one of our many, 
superb value, island cruises from 
April to October. Great range of 

activities ashore and afl oat, incredible 
scenery, rare wildlife, delicious local 
food with your dedicated chef and 

knowledgeable crew. 

Seize the opportunity to watch and learn with Sarah Wimperis

paini ng in her unique ‘Van Gogh’ style

Oils and Water-mixable oils

(Materials provided for those without their own oil paints)

Superb Country House accommoda� on, inclusive of all tui� on, 
 B&B and gourmet dinners

 at The White House, Sussex Farm, Burnham Market

Non-paini ng partners very welcome – lots to do and see at our fabulous locai on

T: +44 (0) 7785 439727

E: hello@staya� hewhitehouse.co.uk
See website for all other BSA Art holidays, including details of our Tutors 

www.bigskyartcourses.com  www.staya� hewhitehouse.co.uk

B I G    S K Y    A R T
and

Sarah Wimperis
‘a rich paini ng experience’

for painters of all standards on one of Sarah’s
2 luxurious Art Breaks in North Norfolk
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S
ince working on the film Loving
Vincent (shown in UK cinemas 
in 2018) and developing an even

deeper affection for Vincent van Gogh’s
work, I now sharpen my painting skills
by making copies of his paintings.
While I was working on the film I spent
eight hours a day, six days a week for
five months studying, mixing the
colours and copying Van Gogh’s works
then animating them, brushstroke by
brushstroke.    
Studying a painting by one of your

favourite artists, and trying to see how

they were constructed and created, 
is an interesting way to practise your
brushwork and colour mixing while
taking you slightly out of your comfort
zone. You can be any kind of painter,
from complete beginner to professional,
and still benefit from a little artistic keep
fit with Vincent! As with everything, 
you must practise painting and keep
practising in order to become confident
and happy with your creations, and 
keep your creative muscles fit and toned.
In this article, I want to walk you

through a copy of one of Van Gogh’s
paintings, Garden at the Asylum, step 
by step. Following these steps will help
you to paint your own version and apply
some of the techniques that we used
while making the film. You may well 
end up with a different colour mix,
which could be deliberate or by chance;
it doesn’t matter. What matters is that 
you have mixed colours and used your
brushes in different ways, perhaps tried

ideas that are new to you and, most
important of all, you have spent a few
hours immersed in the act of painting
and that you have enjoyed yourself. 
You can, if you wish, apply the same
principles to an image of your own, 
for example a photograph that you have
taken of your own garden or view.

The materials
For the following demonstration painting
I used a set of ten Royal Talens’ Cobra
Water Mixable Oil Paints. These paints
can be used straight from the tube to
paint thickly, or impasto, just like
traditional oils. They are soft enough 
for easy mixing and with high pigment
content so you can mix up a huge variety
of colours with just a few tubes. With the
addition of a little water, you can achieve
a wash similar to watercolour. The clean
up just uses water so the paints are ideal
for working in places where the use 
of solvents would be inappropriate. t

How to develop your own paintings by using the techniques, 
colours and ideas of Vincent van Gogh, by Sarah Wimperis

Painting – Van Gogh style

LEARNING OBJECTIVES

n How to paint in the style 
of  Vincent van Gogh

n Tips and techniques for painting
with water-mixable oils

n Add energy and vibrancy 
to your work 

Cornish Summer Garden, water-mixable oil on canvas, 231⁄2x311⁄2in. (60x80cm). I am very attracted to gardens and paint them often. This
quintessential cottage garden is in the village where I live. I will start a painting like this with a quick sketch, perhaps a small gouache painting
and some photographs then the bigger painting will be worked up from all the references.

t
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The colours used for this painting were:
titanium white, ultramarine blue, pyrrole
red deep, permanent red violet light,
permanent orange, permanent yellow
light, burnt sienna, permanent green
deep, yellow ochre and ivory black. You
can, of course, use your own colours,
because the trick is in the mixing!

Before you begin
The first step is to mix up pools of
colour, enough for the whole painting. 
I prepare them all so that while painting
I can work without breaks, in an
enthusiastic frenzy, just like Vincent! 
By using just a few tubes of paint to 
mix the colours, the painting will have 
a natural cohesion. It is amazing how
many colours can be mixed from 
a relatively limited palette. 
By mixing colours first and collecting

them on the palette it encourages the 
use of more shades and tones of colour.
Just think of green. There is a great
temptation to use just one green, straight
from the tube when, in reality, there are
many shades and tones of green. Look
around and you will see blue-green, 
lime-green, olive-green, soft green, 
dull green, pale green, lemon-green  – 
it goes on and on. 
There really is no point in trying to

learn paint recipes. The best and by far
the most effective method is to play and
mix up as many greens that you can with
the paints that you have so you will begin
to learn what you can do. For example,
take lemon yellow and add a tiny amount
of black… you will make a lovely olive-
green. Of course, this doesn’t only apply
to green; it’s all the colours. So, with 
that in mind, let’s mix our colours.

Blues
Mix three different tones of blue by
adding a little ultramarine blue to white
with a tiny speck of the permanent red
violet light. I added the pink to soften
the blue mix, but you could try
something else, like a speck of burnt
sienna. Always add the darker colour 
to the lighter colour until the shade 
that you want is created.
I used a palette knife to mix the

colours, by squashing and scraping 
them up. It’s like making butter soft –
flatten it, spread it out then gather it up
again until it is mixed. I then placed the
colour on the palette in a little pile. 
I repeated this process until I had three
different blues, as well as straight-from-
the-tube ultramarine blue.

Purple
Make a soft purple with permanent 
red violet light and ultramarine blue 
with different amounts of white.

Greens
Experiment with yellow ochre,
permanent yellow and orange. Add 
a little white to some yellows and add 
a little blue to others, until you have
made several darker greens and several
paler greens.

Yellows
To make a soft buttery yellow, add tube
yellow to white, add a speck of burnt
sienna to some, and add a little speck 
of orange to another. Do the same with a
mix of yellow ochre and white, resulting
in a selection of different yellows.

Brown-orange
Soften up burnt sienna by adding yellow
ochre with a little white then dirty up
some orange by adding specks of green
and white.

The dark tone
I used a dark ‘drawing’ paint at the end,
which was mixed from tube green, tube
blue and burnt sienna. This dark, rich
and lively mix won’t kill the painting 
the way a dull black would.
So now I have a very pretty palette

(above right) with lots of pools of 
colour and it’s time to paint. LP

Cornish Palms, water-mixable oil on canvas, 231⁄2x153⁄4in. (60x40cm). This was painted 
en plein air in my own garden so I could take my time in painting it. I left many things out, 
including a paddling pool, to suit the painting. 

t

TROUBLESHOOTER
1 Keeping the colours clean One of
the common difficulties with painting 
in oils is the muddying of the colours.
This happens when the paint is worked
too much. Try placing the colour by
loading the brush and placing it on top
of the darker colour then leaving it.
2 Using the brush Practise rolling the
brush between your fingers as you apply
the paint. Try making brushmarks on 
a spare surface, dab, roll and stroke 
the paint off the brush onto the surface. 
Try different brush shapes and see 
what each does.

W
orldm

ags.net



Step 1 
1 First of all colour your surface
using burnt sienna with water 
and literally scrub the watery 
paint over the entire surface. 
2 Once this is dry, roughly divide
the board into thirds and divide
the reference photograph into
corresponding thirds. This gives a
convenient guide to help place the
elements of the picture correctly.

t
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I used an A3 board, which I primed with white gesso; I usually give it
three or four coats. You can use canvas board, stretched canvas or oil
painting paper, which is paper that has been treated to stop the oil in
the paint from sinking in the surface. Oil painting paper is a fine
option, especially if you are a beginner and need to practise. Try
different surfaces until you find the one that you enjoy using the best.

You will need
n Surface
l Primed board 
161⁄2x12in. 
(42x30cm)

Demonstration Garden at the Asylum

Step 2 
1 Mark out the plan of the painting
by drawing the big basic shapes 
using a thinned down mix of
ultramarine and burnt sienna and 
a smallish brush. Vincent drew with 
a lot of straight lines. 
2 Also make some indications of 
the direction of the brushstrokes. 
The direction of the brushmarks is
very important, as they describe the
shapes of objects, almost sculpting
them in paint. I think about the 
way things grow or are built.
3 Paint the small area of blue 
sky, noticing the direction of the
brushstrokes. As you lay the paint 
on the board, roll the brush. Don’t
work it in, but leave it as a deliberate
mark as you want the ridges of paint
to show. Add the different blues 
next to each other to create a
shimmering weave of blue. I think of
hot Provençal skies as I paint this.

t

Step 3
1 Paint the roof of the building using 
a slightly darker blue for the ridge tiles 
and straight strokes for the roof. Follow with
a clean brush and pale yellow for the walls. 

t

Step 4 
1 Weaving the colours, add
different greens to denote 
the different areas of grass.
2 I always become waylaid by
other elements of the picture.
You can see here green-yellows
creeping into the path, which is
fun. I think painting should be
an enjoyable experience. 
3 Add blue-purple on the 
path; this is shadow.

t

n Cobra Water Mixable Oil Paints
l Titanium white
l Ultramarine blue
l Pyrrole red deep
l Permanent red 

violet light
l Permanent 

orange

l Permanent
yellow light

l Burnt sienna
l Permanent

green deep
l Yellow ochre 
l Ivory black

Sarah’s palette for painting Garden at the Asylum

t

2 White, ultramarine blue and a little 
burnt sienna make a lovely soft grey 
for the stone work around the door.
3 Block in the greens under the trees,

leaving the tree trunk shapes.
Even while blocking in areas 
try to be conscious of your
brushstrokes. I think grassy
thoughts as I paint the grass and
follow the direction of growth
with the brushmarks, imagining
the sound of cicadas and feeling
the heat of the sun on my back. 
I know it sounds a little unusual,
but it helps. Try it and see!
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Step 6 
1 Paint the trunks with the dark
colour then build up the under
shadow of the trees. 
2 Take a paler purple and put
another stroke of paint onto the
trunks, leaving the edges dark. It’s
important to place the paint on, not 
to scrub or work it with more than one 
stroke. If it is too worked over, it will 
pick up the paint underneath.
3 Build up the greens for the trees. They
become lighter towards the top and there
is a little area of red-orange leaves, which
echoes the path and breaks up the green.

t

4 Spend time adding dabs and short
strokes of lighter greens over the trees.
Again think leafy thoughts and follow
the round shapes of the trees and
bushes.
5 Using the dark paint mix draw 
the shapes of the grass and the little
bench, remembering not to scrub 
the paint on.  

Step 7
Next dab in the pale
flowers on the dark green
bush in the foreground.
Again one dab will lay 
the lighter paint over 
the dark paint. Make 
one dab, wipe the brush
then reload with paint; 
in that way you will keep
the colour clean.

t

Step 8 
Add more pale leaves
and specks of pale green
on top of the grass then
paint the side of the
building with strokes 
of yellow and orange.

t

Step 5 
Develop the paths and work on the grass
now. Notice all the colours I used. When 
I laid down the brushstrokes I worked from
the back of the tussock of grass and moved
forward, slightly overlapping the strokes.
Build up the shape of the grass like this.

t

Water-mixable oils

Sarah Wimperis
Sarah holds regular workshops, demonstrations, holidays 
and other events throughout the south-west of England, and
demonstrates Cobra Water Mixable Oils on Hochanda TV. She will 
be leading residential painting courses with Big Sky Art, Norfolk 
in March and September 2019 (turn back to page 12 for details).
Information can also be found on www.sarahwimperis.co.uk or join
her on Facebook wimperis.paintings; Instagram szwimperisart; and
Twitter SarahWimperis. Her work can be seen at Beside the Wave
Gallery in Cornwall and Brian Sinfield Gallery in Oxfordshire.

W
orldm

ags.net



JANUARY 2019                                           17www.painters-online.co.uk

branches and the painting is complete. Now
you have seen how simplifying the shapes,
looking at textures and brushmarks make a
seemingly complex subject like a garden

much easier to approach, you can try
these techniques out with your own
sketches or photographs. The important
thing is to have fun being Vincent!

The finished painting Garden at the Asylum, water-mixable oil on board, 161⁄2x12in. (42x30cm)

t

Step 9
To finish define everything with thin dark
lines and add the final few dots of flowers.
Add dark lines into the trees for higher



W
atercolour is perhaps the most
immediate and exciting of all
paint media. No other pigment

compares in pure luminosity and clarity 
of colour. The joy in watercolour lies in
the way it captures a mood and evokes 
an atmosphere through its wondrous 

loose translucent washes, colours blurring
effortlessly together, and sharp, hard 
or deliciously soft edges. It can have a
sublime delicacy of an almost ethereal
quality yet pack a punch, too. In this 
way, watercolour is unique.

Why watercolour?
Some media lend themselves better 
than others to the description of
movement, and watercolour is definitely
the best for painting the fleeting quality 
of light on a landscape, patterns of light
and shadow falling across the back of a
moving animal, and the distorted chaos 
of disturbed water as a bird rises in flight.
Watercolour is versatile, fluid,

immediate, quick and spontaneous. 
Most importantly, it is easily transportable.
With just a pencil, brush, two or three
colours and water I can capture an image
in my watercolour sketchbook effortlessly,
such as the elephants (above).
As a medium, watercolour responds

perfectly to the wildlife in motion that 
I strive to capture. I have always been
focused on catching that moment, 
as if one has just glimpsed the subject
before, or as it moves off. 
Watercolour’s luminous nature allows

Why would you choose watercolour for sketching and painting wildlife? 
Wildlife artist, Julia Cassels extols the virtues of her favourite medium

Wild about watercolour

Elephant sketches, watercolour on Saunders Waterford 140lb NOT watercolour sketchbook

t

LEARNING OBJECTIVES

n How to add movement and life
to your sketches of  animals 

n Practise wet-in-wet watercolour
technique

Watercolour

18 JANUARY 2019 www.painters-online.co.uk

Rhino sketches, 6B pencil in sketchbook

t

t
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t

Young Zebra, watercolour on Saunders Waterford 140lb NOT watercolour paper, 12x16in. (31x41cm)

t

you to work with the paper tone,
revealing it through thin washes, or
leaving well-judged unpainted areas 
to form chinks of light and highlights.

Sketching first 
I sketch first; I love to sketch. The fluidity
and simplicity of a line can say so much.
There is nothing more exciting than
making the first mark on a large piece 
of paper, stretched ready on a board
before you. By using your whole arm 
and holding your pencil in a ‘grab’ grip –
like picking up a piece of chalk from the
floor – you will naturally produce 
a looser, more flowing and uninhibited
line. By pressing down hard with a dark
heavy line in the shadowed areas then 
a lighter line to complete the shape you
will quickly and effectively create form. 
There are no rules with watercolour, 

and many watercolourists like to go 
in straight with paint, or perhaps make 
a light loose sketch with diluted
watercolour first. I sketch or draw 
out first, as I like a parameter for my
watercolour, and also the linework can
add a certain energy. 
In sketching, you naturally and

unconsciously abbreviate the subject in
front of you whether it is a figure, animal
or landscape, by drawing or shading what
is important. With a moving figure, animal

or bird you abbreviate even more so as
you have limited time and probably have
to work quickly! This is important as well
as extremely helpful for when you come
to paint.
Living in the bush in Zambia for many

years taught me not only to observe, but

to capture that quick essence of line in 
a sketch to describe the subject: The 
U-shape of neck in a skittish impala; the
solid boxiness of a grumpy buffalo with
its head down as if its horns are too
heavy to lift; and the characteristic up-
turned white tip of a leopard’s tail.



Back in the studio
At home I always prefer to work from 
my sketches than a photograph. Even 
if the sketch is only a tangle of lines, 
I have caught the essence or moment 
that I want to translate into a painting.
Most importantly, I was there, and
working from my sketches brings me back
to that moment. It means a lot to me that 
I was in the bush with the giraffe, or
sitting in a Mediterranean sun-soaked
village square, as I always want my work
to resonate with that integrity. 

Photographs freeze the subject in its
motion, with everything in focus and
regular tone. They are, however, very
useful for reference of colour, shadow
shapes and the detail I would have 
missed in a quick sketch, which can 
be seen in my wallowing hippo (above).

I work with my paper stretched onto 
a board and laid on a table, with the 
board slightly propped up. I stand to
work, which gives me the immediacy 
and the freedom to use my whole arm 
to sketch and paint.

The drawing has to work anatomically,
compositionally and have the necessary
verve and emotion I’m after. Importantly, 
I must be happy with it before committing
to paint. 

I have a large dog bowl of water and 
I am known for often working with dirty
or tinted water. This not only has the huge
advantage of me being able to see where 
I have wet the paper when working wet

into wet, but also for unifying the 
colour and tone of the painting. 

I use a large white ceramic tile for 
my palette. I use Winsor & Newton
Professional Water Colour tube paints,
which I squeeze out around the edge 
of the tile then I drag the colours 
across to the middle for mixing.

Working process
Before beginning to paint it is necessary 
to  acknowledge the direction of light and
highlights, and the strength of tone where
the darkest darks and the lightest lights
lay. Choice of colour is important, too. 
I like to create an exciting painting with
colours that harmonise and don’t jar on the
eye. I hold my brush lightly, halfway up
the handle and keep it ‘dancing’ as I paint,
getting into the rhythm of the painting.

I try to exploit the advantages of the
translucent and opaque hues for effect,
and use a variety of techniques depending
on what the subject requires to express 
it best. Primarily, I use a combination of 
wet-into-wet washes, flat washes, 
dry-into-wet and soft and hard edges –
always remembering that less is more!  

Working with this wonderful medium, it
is worth treating it with respect and giving
it its own time to allow it to do what it
does best. It blurs and blends so perfectly
and effortlessly on wetted paper in a way
that no nudging or tweak of a brush could
ever naturally achieve – and to do so
would be a crime. Above all, it is a joy. LP
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Wallowing Hippo, watercolour on Saunders Waterford 140lb NOT watercolour paper, 12x16in. (31x41cm)
t

Observation is key, not only to capturing
those little idiosyncrasies that identify 
an animal or bird, but also in accurately
portraying a convincing image. 

The painting next
With watercolour you are effectively
painting the shadowed areas, while
leaving the highlights as areas of
unpainted paper, essentially using your
paper as a ‘colour’. I find the areas of
unpainted paper and those irregular
chinks of highlight add a distinctive
liveliness and zest. The more unplanned
the unpainted areas look, the greater 
is the effect of spontaneity (see my
sketch of a young zebra, page19).

Painting in watercolour doesn’t have 
to be a fast or a panicky ‘I can’t stop 
or I’ll ruin it’ process. If building your
painting with layers, or glazes, you can
stop and have a cup of coffee while 
one layer dries and settles itself into the
paper before painting a second layer. 
If working wet into wet, by using lots of
water and really wetting the paper you
can buy yourself time so you don’t
necessarily have to be in a rush to drop
or place the colours into the wetted
paper. The paint will only flow where
there is water so to that extent it is
controllable. Bear in mind, however, 
that the wetter the paper, the more
diluted the colours will be when dry 
so remember to over compensate 
slightly with the strength of colour tones. 
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t

Step 2 
1 With an old and non-precious hobby paintbrush 
I masked out the body shapes of the flamingos
with a tinted masking fluid. This allowed me 
to wash in my background uninhibited. 
2 For masking out the ripples and splashes 
I used the quill end of a pheasant feather as 
it produces a more natural broken line.

t

Step 3 
1 With a large puddle of Prussian
blue and Vandyke brown ready, 
I thoroughly wetted the paper with
the hake, leaving occasional dry
chinks where the flamingos’ legs
break the surface of the water.
2 The Prussian blue and Vandyke
brown mixed was drizzled across 
the painting, followed by the raw
umber in the foreground and
touches of neat Vandyke brown.
3 Tilting and tipping the board
allowed the colours to blend 
and blur together. Once dry, 
I removed the masking fluid. 

t

Demonstration Flamingos

TIP Prussian blue has 
a beautiful cool soft grey
quality when dry. Add a
touch of Vandyke brown to
any colour and its tone will
become slightly muted. 

n Miscellaneous
l 2B pencil
l Art masking fluid
by Winsor &
Newton

l Gummed tape
and board

l Water
l Kitchen roll
l White ceramic 
tile 93⁄4x73⁄4in.
(24.5x20cm) 
used as a palette

l Pheasant feather
quill to apply the
masking fluid

l Da Vinci hobby
paintbrush 
No. 4

Step 1
I used a 2B pencil to draw a fluid and light linear sketch to depict the flamingos
paddling on the shoreline.

t

You will need
n Surface
l Arches 140lb NOT  
watercolour paper,
stretched and 
taped around all four 
edges onto a board, 
19x281⁄2in. (48x72cm) 

n Artists’ watercolour
l Prussian blue
l Vandyke brown
l Raw umber
l Raw sienna
l Alizarin crimson
l Cadmium red
l Indian yellow
l Permanent rose

n Brushes
l Luxartis Round sables Nos. 
16 & 8 (www.luxartis.biz) 

l ProArte Rigger No. 3 
l Hake 2in. 



22 JANUARY 2019 www.painters-online.co.uk

Watercolour

Step 4
1 I now began on the flamingos. 
I worked wet-into-wet with a
combination of Indian yellow, 
raw sienna and cadmium red to
create the peach-pink. Leaving the
highlights as the crisp unpainted
shapes left by the masking fluid, 
I concentrated on painting the
shadowed areas and giving 
the flamingos form.
2 Neat cadmium red created the
intense wing colour and a mix 
of Vandyke brown, Prussian blue
and red produced the darks.
3 Beginning with the flamingo 
on the left, I used Prussian 
blue to add the shadows.

t

DETAIL Note how the crisp 
white shapes of unpainted paper
produced by the masking fluid
effectively create the shapes of 
the backs. I used a variegated 
wet-into-wet wash of cadmium
red, Indian yellow and raw 
sienna for the necks and
underside of the bodies.  

t
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Julia Cassels
Julia is well known as a wildlife artist and
author of How to Capture Movement in your

Paintings (Quarto Press), who tutors to art
societies and on painting holidays for Art
Safari. Join her on her next painting week in
Suffolk this spring (visit www.art safari.co.uk

for details). Julia also exhibits with Cricket
Fine Art in London and Hungerford, and
will be having a solo show in London in
November 2019 (www.cricket fineart.co.uk).
For information on her exhibitions,
workshops, classes and holidays please 
visit her website at www.juliacassels.com

The finished painting Flamingos, watercolour on Arches NOT 140lb (350gsm) watercolour paper, 19x281⁄2in. (48x72cm)

t

Step 5 
Once the initial flamingo colour had
dried, I added touches of Prussian
blue for the shadows and a more
intense orange to the shoulder. This
emphasised form and added a bit
more strength and punch.  

t

Step 6
1 Standing back from the 
painting, I used swift strokes of 
the Rigger loaded with alizarin
crimson to describe the legs. 
2 Wetting the foreground water
slightly, the reflections were painted
loosely, together with the darker
shadowed water around the
flamingos’ feet. This helped to
anchor them convincingly on 
their African lakeshore.
3 Finally, a little splatter completed
the painting, adding an essence 
of spontaneity.

t
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I
n an effort to capture the mood of 
the day or that fleeting moment of
nature I try to paint most of my

artwork outdoors. With the British climate
so unpredictable, however, sometimes 
the only option is to paint at home from
sketches and a photograph. To paint
successfully we should learn the
techniques needed before we embark 
on a full-blown painting. This involves
drawing and painting many small studies
that will, over time, give you a vocabulary
of techniques you can use many times 
over in a wide range of subjects. 
A drawing will help with composition

and tonal values and can be produced

quickly when out walking with just 
a pencil and small sketchbook. Painting
small watercolour sketches do not take
long and can also be painted under 
the shelter of a tree, large umbrella, 
a building, porch or even a bus shelter.
These painted sketches will help you
practise brush techniques and work out
the colours needed when capturing that
moment in time. They are never a waste
of time. In fact, some of my best works
are quick sketches and outdoor
demonstrations.

The subject 
The British coastline is always vulnerable
to quick changes in weather conditions.
The subject photograph of Burnham
Overy Staithe, Norfolk (below) is a typical
example. With the forecast set fair, I set
out one afternoon to paint this lovely
creek. It took just 20 minutes to walk to
the coast from my accommodation, but 

in that short time the mist had rolled 
in and I could feel damp in the air. 
It was not ideal for an outdoor
watercolour painting, but perhaps 
a sketch or two would be possible. 
I quickly snapped a photo before 

I started sketching. My chosen
composition has a small section of
foreground in the bottom left-hand
corner and a small sailing boat just off
centre to the right. These elements are
darker and stronger in tone than any
other part of the picture. The beach 
is also richer in colour and tone. 
The middle distance comprises 

a large building on the left, the portal
jetty and a verity of boats on the beach.
These have less colour strength and 
are slightly lighter in tone. The distance
appears blurred, out of focus and the
colours are weak in strength. I needed 
to make a sketch or two as preparation
for the main painting.  

LEARNING OBJECTIVES

n How to paint a coastal scene 
in mist

n How to make a tonal sketch

Painting along with LP

Part 1 Colin Steed introduces this month’s painting project from a photograph 
as he explains how to capture this misty coastal subject using watercolour techniques

Painting project

The photograph that introduces this month’s project: Burnham Overy Staithe in Norfolk

t
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Mist Study, watercolour, 71⁄2x11in. (19x28cm)

t
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The pencil sketch
I recommend you make 
a small pencil sketch before
going in with the colour. 
I used Derwent water-soluble
pencils for sketching this scene
(right). After completing the
drawing you can soften and
blend shaded areas with a
damp brush to achieve a soft
watercolour effect. I used 
a combination of the light,
medium and dark wash pencils.
The distance was blurred and out of

focus, and quite light so I used the light
wash pencil to begin. If the pencil was
sharp I shaded an area on a spare piece 
of paper to create a flat edge to the point.
Shading lightly with the flat part of the
pencil will give you a soft-looking mark.  
As the large building and wood portal 

to the left was nearer, they had more
definition. I used a medium wash pencil
with a more rounded point for these areas.
The foreground boat, beach and bank

stood out quite sharp and clear against the
out-of-focus back drop so the sharpened
point of a dark wash pencil was used here.
I only drew a small number of boats to
balance the composition. I decided to add

the orange
mooring buoys
and a couple more boats in the final
painting (see next month’s painting
demonstration). 

Analyse your work
The photo, pencil sketch and colour 
study give us a good idea of composition,
colour and tone but, as artists, we have
the licence to change any of these
elements where appropriate. When you
paint, don’t be afraid to add your own
stamp on the subject, not only with
composition but also by changing 
colour and tone. 
I hope you enjoy the challenges this

misty scene throws up and email your
finished painting to dawn@tapc.co.uk to
be added to the PaintersOnline gallery. 
In next month’s issue I will demonstrate
my version, painted when I returned 
to my holiday accommodation. LP

Step 3 
Before the wash was dry I used the No. 6 brush to add
more cobalt blue to the distant land and buildings. 
I left some windows unpainted. For the roof areas 
I added more burnt sienna. I then painted the large
building and beach with a strong mix of burnt sienna
and a touch of cobalt blue. To add that extra misty look 
I quickly lifted off some of the colour in the distance. 
Any medium brush would work, but the brush must be
just slightly damp. A wet brush will apply water and 
flood an area with water. A damp brush will absorb 
paint and so lift off the colour. 

t Step 4 
Once dry I added another
wash to the large building
and quite a strong mix to an
area to the right side and in
front of the building, the jetty
and foreground reeds and
beach. I used more burnt
sienna and a strong mix for
this to create the effect of
distance that’s so important
in this subject.

t

Step 1 
The mist in the distance was the most
difficult part of the painting to achieve
so I set about painting a small study 
of that area. I quickly produced 
a pencil drawing of the distant land 
and buildings and the right-hand 
section of the middle distance building
and beach along with reeds in
the bottom right-hand corner. 

t

Watercolour study

Step 2 
The sky and water are very light in tone 
so I dampened the entire paper with a No. 12
brush, allowing a couple of minutes for the
water to absorb into the paper. Then,
beginning at the top, I floated in a weak mix 
of cobalt blue and burnt sienna with the blue
dominating the initial mix. Working down 
I added more water before adding more burnt
sienna for the foreground water and beach. 

t

Tonal sketch of the scene, graphite, 81⁄4x151⁄4in. (21x29cm)

t

Colin Steed 
To view all of Colin’s internet platforms
search colinsteedart or email colinsteedart
@aol.co.uk for more details of his work,
lectures and demonstrations.

You will need
l Surface Canson mixed-

media Imagine pad,
81⁄4x151⁄4in. (21x39cm). 

l Derwent water-soluble
pencils light, medium 
and dark wash

l Brush Pro Arte No. 6 Round

You will need
l Surface Canson Vidalon

140lb watercolour paper
71⁄2x11in. (19x28cm) 

l Brushes Pro Arte Rounds
No. 6 and 12 

l Watercolour Winsor &
Newton Professional Water
Colour tubes: burnt sienna
and cobalt blue
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L
ast June I was lucky enough to 
lead a painting holiday in delightful
Umbria, Italy. I had never been 

to that part of Italy before so was
particularly excited by the opportunity
to paint there. I had a wonderful group

of keen students all staying together in 
a hillside farmhouse with wonderful 
views to paint and enjoy.
This article is based around watercolour

sketches I made of the landscape and 
you will be invited to paint from one of
the photographs I took in the vicinity 
(see below right).

Italian landscapes
I worked in watercolour during the week,
partly because it’s easy to transport when
flying and easy to carry around and set 
up at your destination. Something very
important to consider before I left was the
palette of colours I would use compared 
to that which I normally adopt back home
in Scotland. Choosing colours to suit
different landscapes will actually be the
subject of another tutorial later in the year. 
For Umbria I wanted a range of 

pigments to reflect the colours in the
buildings and generally brighter light. 
I also felt that using a limited palette
would help harmonise the resulting
paintings. My main pigments were: 
yellow ochre light, Indian yellow,
cadmium orange, burnt sienna, madder
lake deep, cobalt blue, ultramarine blue
and manganese blue hue.
Other pigments I had in the palette but

generally didn’t use were: cadmium yellow
light, cadmium red light, Winsor violet,
cobalt green and cobalt turquoise light.
I used quarter imperial sheets of Saunders

Waterford 300gsm Rough surface for these
paintings, fixed onto the watercolour
painting station (below) I designed to
allow me to travel light yet be able to

LEARNING OBJECTIVES

n Understand your colours 
and equipment

n Inspiration for painting in
watercolour

Watercolour

Colin’s watercolour painting station

t

How to paint the bright sunshine and warm colours 
of central Italy in watercolour, with Colin Joyce

Winter warmer

Tenuta di Poggiolame, watercolour,
15x11in. (38x28cm)

t
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stand at the easel to work. I also carried
everything in a fairly small backpack.
There’s a lot to consider when painting
on location. How much equipment are
you willing to carry around all day?
Believe me, one soon learns to trim that
down to the essentials. I’ve seen artists
come up with some ingenious ideas to
reduce the load and we all learn from
each other. It’s one of the benefits of
meeting up with fellow painters
outdoors. If I don’t think I’ll get the
opportunity to set up my easel and paint

a watercolour, I take a smaller watercolour
pad or sketchbook and just sit on a wall 
or bench and work on my lap. LP

Watercolour

Colin Joyce
This article was based on a painting holiday Colin led  with Arte Umbria (see page
28 for details). Based in Fife, Scotland, Colin works in both oils and watercolour. 
He regularly conducts demonstrations and workshops for art groups throughout
the UK. In 2019 he will be leading painting holidays in Texas (April), Croatia (May),
Venice and Umbria (June) for Arte Umbria as well as exhibiting at Patchings Art,
Craft & Design Festival in July. To find out more visit www.colinjoyceart.com 
where you can also register for his newsletter. 

View from the Castle, watercolour,
11x15in. (28x38cm)

t A Corner of the Garden, watercolour,
15x11in. (38x28cm)

t

Your reference photograph from Orvieto

t A tonal sketch for the paintingt

YOUR PROJECT
Orvieto is a myriad of narrow side streets, 
each one more tempting than the last as 
a wonderful subject for a painting. I took lots 
of photographs while I was there, including
the magnificent cathedral, which makes for 
a wonderful view, but very difficult as a
subject to paint. Sometimes the more
mundane view makes for better subject
matter. Light and shade, high contrast and
simplicity offer more for the artist. 
I will use this photograph and tonal sketch 

to create a step-by-step demonstration for you
to follow in next month’s issue. I encourage
you to interpret the photograph yourself first
however by making your own tonal sketch in
the way I have and decide what to include and
what to leave out. If you then paint from your
sketch and put the photograph to one side
you’re likely to achieve a more interesting
result. Notice how I simplified the scene in 
my sketch, leaving out the vegetation and the
streetlamp that was silhouetted against the
sky. I felt these drew my attention away from
the main point of interest, the figure below. 
I also extended the sunlit wall behind the
figure to add further contrast here. These 
are the sort of elements you must consider 
when creating your art rather than slavishly
copy a photograph. Go on, give it a try! 
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The Field Guide to Drawing & Sketching

Animals takes you on a journey of
discovery that will enable you to
develop the skills, techniques and
knowledge to sketch a broad range of
wildlife, encompassing mammals,
reptiles, birds, fish and insects. It
includes quick, gestural sketches as well
as linear and tonal studies, in a variety
of media - pencil, pen and ink and
watercolour. The result is a treasure
chest of fascinating facts, studies,
sketches and annotated drawings that
will not fail to ignite your enthusiasm
for drawing animals from life.

Search Press is the leading art and
craft publisher in the UK, specialising in
fine art, textiles, general crafts and
children’s crafts.For more information
please visit www.searchpress.com

ENTER NOW
To win one of ten copies of 

The Field Guide to Drawing &

Sketching Animals by Tim Pond

please visit:

www.painters-online.co.uk

the online home of Leisure Painter
and The Artist magazines, and 

click on the links to competitions. 
Closing date for entries is 

February 15, 2019. 
Winners will be selected at random

from all online entries.

When completing your details please make sure
you opt in to receive our great regular email

newsletters so that we can keep you up to date
with what’s new at PaintersOnline, including
the latest features, images in the galleries, new

competitions and other great offers.

PAINTERSONLINE
and Search Press Competition

PaintersOnline, the online home of Leisure Painter and The Artist, 
has teamed up with Search Press, to offer you the chance to win one 
of ten copies of The Field Guide to Drawing & Sketching Animals

by Tim Pond worth £14.99 (rrp) each.

Book  
NOW for  2019 before  it’s too  
late!

A Holiday Destination Guaranteed  

to Inspire Your Creative Passion

Arte Umbria, the leading painting holiday destination, is excited to announce  

a number of inspirational ‘creative’ courses for the Summer of 2019.

Located at our private 220 acre estate in the heart of Umbria, these courses are 

guaranteed to get those creative juices lowing, whatever your passion. 

From painting in watercolours, or oils, drawing, portraiture, ‘plein air’, 

printmaking and stone carving to a writing retreat and an illuminated 

manuscript and fresco course, there is something for everyone, young and old, 

beginners to experienced artists. Even cookery days can be arranged.

Plus we promise the BEST practising artists ofering you the VERY best of their 

skills! All of the courses are designed to be pleasurable and enjoyable in a totally 

relaxed environment. Our tutors aim to motivate and  

encourage students to realise their potential, discover  

their own style and explore new media or writing genre.  

Tutors include Colin Joyce, Belinda Biggs, Sue Moorcrot, Jamie Sugg,  

Liz Chaderton, Caroline Bays, Claudia Tulifero, Simon Keeley and Paul O’Kane.

Courses start from £985 per person and prices include tuition, art materials, 

complimentary accommodation at our private house, all meals, wine, snacks  

and refreshments throughout your stay. Non-participating partners  

welcomed for £750.

For full details of all courses please visit our website: arteumbria.com

ARTE UMBRIA
T H E  L E A D I N G  PA I N T I N G  H O L I D AY  D E S T I N AT I O N

Contact us on tel. 0033 643 436 721;  Follow us  

on Twitter @arteumbria; our Facebook page 

ArteUmbria; and Instagram @arteumbria

W
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Matthew Evans at work on The Gardens at
Hill Top Farm, Cumbria (page 31)

t
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I
have been painting for as long as 
I can remember and I have tried
many different media along the 

way. I was attracted to the versatility 
of acrylics, as I learned to use it on
practically any surface, and with a wide
range of texture gels and mediums.  
Acrylic can be used as a transparent

glaze with the addition of a gloss or 
matt flow improver, as a semi-opaque
medium, or fully opaque when applied
straight from the tube. The faster drying
times allow you to create an impasto

(textured) effect similar to oils, but
without the use of solvents, as acrylics
mix and clean up with the addition of
water. They are also non-toxic and 
safe for children to use.  
You can now buy water-based oils, but

they still take longer than acrylic to dry.
You can also build a wide collection of
painting tools, including brushes, palette
knives, rollers and even sponges.

Acrylic colour
My favourite colour palette has developed
over the years, depending on the subject,
although I have several favourite themes
including florals, woodlands and sunsets
so the range of bright colours in the
acrylic range are really useful. 
l Cerulean blue is great for skies.
l Cadmium yellow deep and cadmium
yellow hue, Naples yellow, crimson,
cadmium red and deep violet are all 
good choices for flowers. t

Part 1 How to use this versatile medium to produce paintings of 
floral motifs full of detail, texture and interest, by Matthew Evans

Beginners’ acrylics

LEARNING OBJECTIVES

n Learn which acrylics, colours
and mediums are useful

n Colour-mixing ideas

n Practise acrylic-painting
techniques 

Bluebell Wood, acrylic on paper, 12x16in. (30.5x40.5cm). A heavy watercolour paper is ideal if you are working on paper with acrylic. I enjoyed
painting this and lost myself in the gradual build up of patches of colour. The opaque quality of acrylic makes it ideal to pick out the light through
the trees and as highlights on the vibrant colour of the bluebells. It is easy to add the lighter coloured leaves and grasses as acrylic can be painted
over without disturbing the base colour. The dark trees provide contrast to the bright woodland scene.

t
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Blossom Trees, acrylic on plywood, 17x27in. (43x68.5cm). This is a work on plywood, which, when primed with two coats of gesso,
makes an excellent and firm support for acrylic. It also has a beautifully smooth surface, which suits detailed work. Here I enjoyed building
up the layers of colour on the leaves and blossoms in patches of pure colour, contrasting with the bright blue sky. The colours are also
reflected in the greens of the grass and I like the way the path leads the viewer through the picture.

t

Wellholme Park Flowers, acrylic on stretched canvas, 16x20in. (40.5x51cm). The canvas was covered with a roller and acrylic paint to
give a fast and lively start (see over the page for details). Texture paste was then applied both on its own and mixed with colour. When dry
this gave a great surface to build up layers of trees and flowers. The bright floral colours were ideal for the foreground.

t
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l Cerulean blue and cadmium yellow
deep (or in hue form) make a great
green, which can be darkened with
crimson.  
l Cobalt blue is good for bluebells. 
l Phthalo blue and Prussian blue with
deep violet are good for vibrant darks
and to give contrast to the floral
highlights. 
l Earth colours include burnt umber, 
raw sienna and yellow ochre, which 
I use for the background soil in garden
scenes.  
I also keep a couple of colours that
cannot be mixed easily, including
magenta for bright pink flowers and
cadmium orange (a beautifully vibrant
colour) makes a good brown when
mixed with phthalo blue and crimson. 
I prefer to mix my own greens, but 
also admit to using a couple of pre-
mixed greens, including sap green 
and light green. My palette is complete 
with titanium white.  
Your palette will grow gradually,
depending on your personal preference
and your choice of subject. You can, 
of course, buy introductory sets with 
a pre-chosen range of colours, but be
prepared to own a few colours that 
you will never use, such as black.   
As I usually begin with a pastel
background, I also like to use pure 
dots of colours in a pointillist technique
on the surface with a minimum of
blending. See over the page for some
ideas of the techniques I use. t

The Gardens at Hill Top Farm, Cumbria, acrylic on canvas, 20x30in. (50.5x76cm). I used a roller to apply the underpainting to this large canvas,
which gave a particularly interesting effect to the sky. Building up a dark background helped to achieve contrast as the brighter floral areas were
added. I can get lost in a subject such as this, as I dab away using ever-decreasing brush sizes to add as much or as few details as I wish.

t

Bluebell Wood, acrylic on paper, 6x7in.
(16x17cm). As a small work on paper this 
could be an ideal study for a larger painting for
working out composition and colours. Although
this was completed inside, you could quite easily
work in the field on small sheets of paper or
canvases. You can even buy pads of acrylic
primed paper, which are ideal for outdoor work.
As acrylic paint dries quickly, you do not have to
worry about transporting wet paintings home.

t

Surfaces
I am constantly
experimenting with
new surfaces, but 
I particularly like 
to use pre-primed
stretched canvases,
either standard or
deep edge, which
have become really
popular over the 
last decade and are
readily available.
These canvases are
popular with art
buyers, as they have
a contemporary feel,
and with painters as
they do not need to
be framed or put
under glass. This is
especially useful if
you want to rework
the painting in the
future, as you do 
not need to dismantle
expensive frames.
I will guide you through a few questions
and answers as an introduction to acrylics
on pages 32 and 33, and perhaps help
you cope with some of the differences
with other media, but I do find that these
differences can be turned into benefits.
After you have practised the techniques 
I hope you will join me next month as 
I show you how to paint a floral subject
using Daler-Rowney System 3 acrylics. LP
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Acrylic

1 A foam roller can be used for special effects and to cover
large areas quickly.

t

3 Mixing colours with a roller on the palette creates an interesting
effect in itself.

t

4 A roller is an ideal way of working acrylic colour to pick up the
texture of a handmade surface. Here I used paint straight from 
the tube in a similar way to inking up a printing block.

t

5 A stipple effect with a small brush is ideal to build up multiple
flowers when you use paint straight from the tube or with texture paste.

t

TRY THIS!
Techniques to help you get started

Matthew David Evans
Based in Brighouse, west Yorkshire, Matthew finds
inspiration in subjects rich in colour, light and texture.
Favourite themes include atmospheric sunsets to
bright floral scenes. Join Matthew on Facebook at
www.facebook.com/matthewevansartist; email
mattyevans3@virginmedia.com or reach all his
websites via bouncesite.com/Matthewevansartist

2 A really interesting coloured background that is ideal for
florals can be built up by layering pure colour over the top.

t
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Acrylic

7 Acrylic is also good to use on natural paper that has been
manufactured with flowers and leaves in it. Such paper adds to 
a floral composition.

t

6 A textured underpainting works well as a base for more details to 
be added on top. Texture paste dries solid and will not be disturbed by
painting over it. This is the base for Wellholme Park Flowers (on page 30).

t

This means that it cannot be lifted out as
you can with watercolour. A benefit of this,
however, is that you can add several layers
without disturbing the layer beneath, which
is useful for adding highlights or adding
bright colours on top of darks for contrast.
Acrylic is also flexible when dry and will 
not crack even with impasto layers.
As acrylic is waterproof and lightfast 
it can also be used outside on murals. 
It is a good idea to use a treated wood,
such as marine plywood, and protect 
the painting with a good varnish. Acrylic
paint is one of the most stable for
colourfastness, but it is a good idea 
to avoid direct sunlight.

How large can I paint?
As you do not have to worry about
framing acrylic paintings you can paint 
at any size, as you are not concerned with
size of glass or mounting board. You can
even paint directly onto a wall.

Do you need to varnish acrylic
paintings?
This is purely personal preference, as
varnish does protect the surface and can
enhance the colours. Unlike oil, where
you have to wait up to 12 months for a
final varnish, acrylics can be varnished
straightaway. Varnish can be gloss or
matt, permanent or removable. Winsor 
& Newton and Liquitex both do good
ranges.

Can I paint over acrylic?
Yes, acrylic paintings can be enhanced
with pastel for highlights if painted on
paper. The final image would need to be
framed and glazed to protect the pastel.
Acrylic is also used as a fast-drying
underpainting for oil. If a painting goes
wrong you can also re-gesso over the
surface and try again.

drying whilst maintaining stability. Flow
improver also helps you blend colours.
Adding texture paste to your colours also
increases the working time. It is a good
idea to put small amounts of colour out
at a time. Some companies also make
heavy-bodied acrylics, which are ideal 
for impasto work.
You can use a stay-wet palette, which

can either be bought readymade and
comprises a plastic tray and lid with an
absorbent base sheet soaked in water 
and a top membrane. The colours stay
workable for longer and, with the lid on
the paint, will stay active for several days.
Alternatively you can make your own 
with an airtight box, a piece of absorbent
paper and tracing paper for the
membrane.

What type of brushes should I use?
A firm, springy brush is best and most are
now synthetic made of either nylon or
polyester, as they need to be quite hard
wearing. These are available in a range 
of shapes and sizes. Hog hair brushes 
are useful and can also be used for oils.
Natural hair brushes are unsuitable for
acrylic so keep your sable brushes for
watercolour. You can even use home
decorating brushes for larger works and
rollers either from art shops or your local
DIY store. A good range of brushes can 
be found at www.rosemaryandco.com

Is acrylic paint permanent when dry?
When dry acrylic paint is permanent and
waterproof, and it cannot be reactivated
either on the painting or on the palette. 

Q&A
Where can I buy acrylic paints?
Acrylic paint and equipment is readily
available from your local art shop, 
which still needs your support, or 
online where there are many art
suppliers. Ken Bromley Art Supplies
(www.artsupplies.co.uk) stocks a good
range of acrylic paints, mediums and
brushes. Acrylic paint is very economical
and comes in a variety of tube sizes up 
to 200ml or large pots, and either as 
pre-chosen sets or as individual tubes, 
to build up your own range of colours.

What surfaces can I paint on?
You can paint on pretty much anything,
including paper, cardboard, plastic, pre-
primed stretched canvas in a variety of
sizes and depths, canvas boards and
wooden panels. Plywood is also good.
You can even create your own surface
from handmade paper. Some surfaces,
especially untreated wood or other
porous surfaces, need several coats of
gesso primer or a clear matt medium 
to prevent the colour from soaking in. 
Gesso can also be mixed with acrylic
paint to give a coloured ground or 
sand to add texture.

Does acrylic dry too fast when
working?
For many who have been used to oils,
the faster drying times are an advantage,
however this can be an issue if your paint
is drying too quickly when working. To
stop this happening, you can mix your
acrylic paints with either a flow improver
or a slow-drying medium, which can be
mixed with water. Slow-drying medium
mixed to a ratio of 1:1 doubles the
working and drying time. Flow improver
mixed with water at a ratio of up to 
10 per cent increases the flow and
transparency of the colour, and slows

TIP An important point to remember
is to wash your brushes regularly and
not let the paint dry on them.
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F
or many, the prospect of painting
figures, either as a focal point or 
as accessories to a scene, can be 

a daunting one. Paintings that otherwise
jaunt along happily can falter at the
dreaded prospect; figures risk being the
wrong scale, overworked, cautiously
understated, distorted, of a different

style to the rest of the painting or simply
with no coherent style or method at all.
Unfortunately figures are often an

essential part of a scene; without them
urban spaces look lonely and lacklustre,
and they add meaningful scale, a sense 
of recession and a sense of place and
perspective we can relate to, in many
outdoor scenes.

Wet Day, New York (below right) shows
a range of figures at varying scales and
degrees of resolution in back, middle and
foregrounds, and it can be useful to
consider them in this way, in effect as
either the extras, the supporting cast or
the stars, although as we shall see there 
is no definitive right or wrong way to go
about painting them. Hopefully,
describing some of the problems and my
solutions to them might help you to think
about your own approach.

The extras
Let’s look at the ‘extras’ first, those who
populate the background in a painting.
My approach to including the smallest
scale, incidental figures, is to keep them
simple, expressed almost in a shorthand,
‘filling out’ a painting, which might
otherwise look vacant and unconvincing
without them. Wet Day, New York contains
typical examples, and features many of
the traits I include. 
The figures are svelte and streamlined,

often with a single vertical stroke for the
head, which is narrow and upright,
followed by a few strokes to suggest the
body. Here you will see two different
colour palettes. In Wet Day, New York, the
colours are muted as befits the drab day,
while in Barcelona, The Latin Quarter
(left) they are upbeat and fresh, including
burnt sienna for the head stroke and
richer mainstream colour for the rest, 
to enhance that Mediterranean mood. 
For distant figures I paint quickly so

colours and shapes blend – we don’t 
want individual definition at this distance,
except perhaps a little clarity around the
head and shoulders. Lower portions are
sometimes wetted away with a damp
brush, and feet almost never figure –
they are ungainly and break the rhythm. 
I sometimes place paint in the upper
body and wipe it vertically with my finger,
using the paper’s tooth to produce
arbitrary, indistinct and broken edges. 
I rarely, if ever, draw them first other than
to signify with a lightweight mark that
they will be added to some places and
not to others, and in doing so check the
effect they will have on the balance of 

Part 1 Brian Smith looks at some of the problems associated with rendering
figures in watercolour. This month, figures in the background and middle distance

Figures in watercolour

LEARNING OBJECTIVES

n Improve your knowledge and
understanding of  figures

n Incorporate figures into your
watercolour paintings 

n Loosen up your brushstrokes

Watercolour

Barcelona, the Latin Quarter, watercolour on Bockingford 140lb NOT watercolour paper,
15x11in. (38x28cm). Note that distant figures are often monochrome and monotone, being
symptoms of both aerial perspective and contre jour, to heighten the mood.

t
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a painting. They rarely have enough
information in them to warrant more 
than that and to go further can draw more
attention to them than is their due. With
just a little painting practice, drawing 
at this scale becomes unnecessary and
ensures your figure remains impromptu
and fluid.
Avoid the temptation to describe all the

limbs; it is not appropriate. A carefully
placed amorphous blob can work better
for you, as in the painting of St Mark’s
Square, Venice (above) where I have 
also added light figures over darker
backgrounds using body colour.
All these methods ensure that the

figures, while convincing, do not play 
a major role in the piece. If I want to add
impact, I might consider a halo of light
around the heads and shoulders, achieved
by painting a negative shape around the
figure, as in Barcelona, the Latin Quarter,
or touching up with a little white gouache. 

The supporting cast
The ‘supporting cast’ figure is neither
the focus of a painting nor the incidental
space filler. The figures are not the largest
single element in the composition and are
often middle-ground figures. There are
several ways of dealing with figures at 
this scale, especially in regard to their
defintion. In Triumphal Arch (page 39) 
I placed paint quickly, wet into wet, in 
the middle-ground figures on the left,
transgressing boundaries, but using the
white of the paper to create found (hard) t

St Mark’s Square, Venice, watercolour on Whatman 140lb NOT watercolour paper, 11x15in. (28x38cm). Using white body colour (gouache),
either on its own or added to other transparent watercolour pigments, gives the placement of figures light over dark, the same freedom of choice
as dark over light, relieving the need to plan in advance, freeing up the watercolour process and helping the rhythm of the painting.

t

Wet Day, New York, watercolour on Whatman 140lb NOT watercolour paper, 11x15in.
(28x38cm). The ‘extras’ at the rear are understated and quite vague. Note how the dark figure 
in the centre is made the focus, partly through scale although he is not the largest figure.
Contrast, mixture intensity and clarity of edge tip the balance. No other figure in the painting 
has all three of these.

t
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Street Musicians, watercolour on Bockingford 140lb NOT watercolour paper, 193⁄4x133⁄4in. (25x35cm). Begun as a demonstration piece,
this features four of the figures in The Mannequin Within (below), reinterpreted as a painting. Visualising the information as it appears 
in the sketches encourages the often subtle and in some cases demanding forms to be approached with confidence and understanding.

t

The Mannequin Within. Visualising and making sketches of figures in these terms, when they are in motion or change stance, can help
you set down a correctly proportioned sketch and subsequent painting. 

t
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in the illustration convert into
watercolour figures in Street Musicians
(above left). They may not be painted 
at the scale we are talking about, but
they illustrate the connection between 
the model and reality.
Take this a step further by making

sketches of figures as often as possible,
drawing what you see and not what you
think you know, like the sketches from

one of my sketchbooks (below). I chose 
a high level viewpoint, the balcony of 
a shopping centre, which not only gave
some privacy but also produced very
unusual juxtapositions of limbs, sprouting
out from unorthodox places. Recording
these relatively accurately made for a
lively and unusual series of sketches and
helped me to think about what I know
about anatomy in a different light. 

edges and bring structure we can
understand.
In Sheffield Uni Students Union (above)

the marks are more definite, boundaries
more clearly defined and a mix of edges
used, both lost and found. In RNLI (page
39) boundaries between all the shapes,
not just the figures, are still more defined,
aided by rich creamy mixtures with 
low-flow capacity, which stay where 
they are put. 
Your personal painting style will

influence how you go about depicting
figures, but whatever your approach, 
it’s important to break down the mystery
around them and to become more
familiar and comfortable with their
portrayal. A basic knowledge of anatomy
and the way in which limbs are
articulated can help us find a successful
method to draw and paint. Let’s look 
at how this might be developed. 

Organising the figure
My sketchbook drawings (left) of the
mannequin familiar to many of us show
examples of musicians and how their
limbs are disposed while playing.
Obscuration of one part of the body by
another (No. 1) and foreshortening –
changes in the apparent length of limbs
arising from their orientation to the
viewer (No. 2) both come to light when
we think about the mannequin and the
node points around which movement
occurs as we draw. Look how Nos. 3 to 6 t

Sketchbook Figures, clutch pencil in a Tiger Aspect sketchbook, 5x101⁄2in. (13x27cm).
The perspective induced by the high viewing angle introduces interesting idiosyncrasies. 

t

Sheffield Uni Students Union, watercolour, 73⁄4x10in. (20x25cm). This small scene was painted for one of my greetings card ranges. Note how
colours flow and facial features are implied, damp-in-damp rather than fully described. Experiment with timing to get these effects.

t
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Sketching and seeing in this way, you
will quickly build up a fund of references,
knowledge, understanding and technique
and this will transfer to your painting.
Extend the process by making brief
watercolour sketches of figures with 
or without a preliminary drawing,
capturing the major parts and
remembering to think about the
obscuration and foreshortening issues.   

Three-dimensional form
So having looked at some ways to hone
the drawing that underpins a successful
painting at this intermediate scale, let’s
look at other issues in the painting itself,
which start to matter and which don’t
apply to the extras, namely three-
dimensional attributes. The people in 
the sketch (above) are bathed in bright
sunshine, which has some very helpful

effects. It casts shadows from one part of
the figure onto another and from the figure
onto the ground. It also pitches complete
parts of the figure, like the trailing leg of
figures, 2, 3 and 4, into a darker tone.
Especially in naturally well-lit subjects,
given the light source is always overhead,
limbs pointing downwards and away from
direct light are often in shade and deserve
a darker tone than features such as the
shoulders, the tops of the heads and even
the upper part of the chest, which are tilted
up to the light. 
Each of the figures has darks carefully

placed to help model their form, and those
changes of tone are the result of light from
a certain direction falling on particular
shapes. It is important to understand not
only how things are, but why they are,
when we look at a subject, because that
informs our seeing and aids recording. In
this way, simply painted splashes of well-
placed light and shade in figures at this
scale can help to create a reality more
effectively than attention to fussy detail. 
In addition it’s important to remember

that there are two sorts of shadow edges
requiring different timings, but more of 
that next month. All these features are
symptoms of three-dimensional form we
can recognise and they are worth a mark 
at this scale. 
Bear in mind that at the two scales I’ve

talked about, it is possible as I have said 

Pentewan Beach, Cornwall, watercolour on Winsor & Newton postcard watercolour block. I always try to send a painted postcard to my family
when we go on holiday. The figure in the foreground of this painting is about 1cm high and he is quite intensive; highlights on head and shoulders,
shadow cast down his back from the back of the head, a graded wash on his vest to reflect a slow curvature, a not-too-wooden stance, limbs in light
and shade to give some movement, and soft transitions between elements so he isn’t too abrupt. 

t

Middle-ground Figures, watercolour on Whatman 140lb NOT watercolour paper, 43⁄4x61⁄4in.
(12x16cm). Success at this scale comes from a combination of factors: the confidence to go with
a diverse range of tones and mixture strengths to aid description; sound observation of the
clues which describe form; and attention to edges (which could have been better).

t
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to treat the figure in different ways,
depending on your painting style and the
effects you are after. Pentewan Beach,
Cornwall (left) shows tiny figures, which 
I took the trouble to explain in some
detail, while those in Triumphal Arch
(above) are much larger, but described
very loosely. 
Next month we will look at the special

considerations raised by painting figures
at a larger scale. Good luck with your
practice this month. LP
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Brian Smith
Brian is a Sheffield-based artist and teacher.
He leads structured weekly courses in
watercolour, co-runs life-drawing classes 
at Sheffield’s Millennium Gallery, lectures 
in freehand drawing skills at Sheffield’s
Hallam University and delivers workshops,
demonstrations and problem-solving
sessions on any subject to art groups and
societies. Visit www.briansmithartist.co.uk
call 0771 4262139 or email 
brian66artist@hotmail.co.uk for details.

Triumphal Arch, watercolour on Bockingford 140lb NOT watercolour paper, 81⁄2x11in. (22x28cm). This was painted quickly to make a point
in a demo I was giving. All the figures are dealt with in a throwaway style but with subtle differences to mark their three different locations in
the picture. I have swiped the figures in the background with my finger to lose them while in the foreground rich mixtures skid over the paper, 
hitting and missing its tooth, creating broken edges, foreground impact, light and movement.

t

RNLI, watercolour on Bockingford 140lb NOT watercolour paper, 43⁄4x73⁄4in. (12x20cm). 
A detailed drawing supports the brushmarks, which pick up on small but salient points – light 
on a nose, warm and cool temperature yellows, a wetted edge on a helmet, all traits of three-
dimensional form.The mixtures are pigment-rich, including the flesh tones in burnt sienna –
with hints of cobalt blue, permanent rose and burnt umber in the darks to evoke a summer’s day. 

t
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P
ainting snow should be easy,
right? It’s just a case of reaching
for that tube of white. Well, that’s

sort of correct, but snow is rarely pure
white. When I first thought about
painting snow I constantly read that
close observation would reveal the
multitude of colours it contained.
Seeing snow on a dull and overcast
day, however, and trying to register
anything other than greys and white,
left me convinced I was trying to see
colours that weren’t really there. 
It soon became apparent that while
snow is basically white, that white 
is relative and dependent on other

factors. Snow is essentially reflective so 
it can look different depending on the
weather conditions, the time of day, the
light source and its temperature, and the
objects around it.
Your snow paintings will improve with
practice, but if you rarely see the stuff
where you live, I’d recommend you
begin by looking at a few painters who
have tackled the same subject, and learn
the basics from them. Studying seasoned
painters, such as Peter Brown, Edward
Seago or Richard Schmid will help
familiarise you with handling the colours
and tones of snow for when you have 
a chance to try things out for real.  

When the snow arrives
In the spirit of such investigation, why
not try this simple demonstration and
pick up a few valuable tips for when the
snow arrives? Apart from the obvious
advice to dress warmly, a few more tips
might help you on your way.
Wear walking boots and thick socks,
which will lengthen the time you can
stand in comfort. Standing on a piece 

of cardboard insulates you from the
cold and stops you slipping around.
Wear a cap; snow reflections are quite
strong. Cover the seats and paint from
the warmth of your car. Aside from
offering protection from the elements
the acrylics stay wet longer as there’s 
no wind.  
Exploring paintings of snow and
having a go for yourself, either from
copies or life, will see you developing
your own approach, but late afternoon
sun holds more interest for me than
grey and uninspiring scenes. Late
afternoon light can offer pinks, oranges
and vibrant blue shadows. Not only do 
I find value contrasts, but the light and
shadow usually means there’s a
temperature contrast between the warm
and cool colours, too. 
Even if you’re not painting, observe
other paintings or snow in situ at
different times of the day. Make notes,
colour studies or sketches, and all these
resources will feed into your own work
and give you confidence to meet the
challenges ahead. LP

The snow may not have arrived yet, but here’s 
a practice run from acrylic painter, Steve Strode

Winter practice

LEARNING OBJECTIVES

n How to recognise and mix
colours for snow

n How to mix shadow colours
(they are never black!)

n Paint the effects of  late
afternoon winter sun

Liverpool paint No.102: St James’ Gardens, acrylic on card, 6x8in. (15x20cm). One of several paintings completed in the shadow of the
Anglican Cathedral, Liverpool.

t
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t

Grytvitken Harbour, South Georgia, after Edward Seago, acrylic on paper, 9x12in. (23x30cm)

t

Liverpool paint No.106: St James’ Gardens, acrylic on card, 6x8in. (15x20cm). The warm orange yellow glow from the house windows
plays against the coldness of the blue grey snow outside. 

t
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Acrylic

Avoid using black for the shadows or tones as
this can make things look dirty and yes, we’ve
all seen snow that is grey and uninspiring, but
it doesn’t always have to be painted that way. 

Step 3 
1 Darken the leaves with burnt umber,
ultramarine and some of that green we 
used for the bushes. Turning the brush 
as you paint, vary the angle of your strokes 
to avoid repetitious marks. Leave some 
gaps or sky holes showing through. 
2 Paint the trunks with burnt umber 
and ultramarine, but retain the lighter
underpainting at the sides of the trees lit 
by the sun. Using burnt sienna further
lighten the right side of the three trees on
the left, and the left side of those situated 
to the right of the sun. Anchor the trees 
by smoothing the bottom of the trunks 
into the snow with your finger. 

t

Step 1 
I used a 6x8in.
(15x20cm) 2mm
thick board, but
thick paper or card
will do. Prime this
with burnt sienna
and white. When it’s
dry, make a simple
map of your study.
If you lose the
drawing under the
block-in stage,
simply restate it. 

t

TIPS
1 I have two brushes where one handle
is painted white, and one black. I use
these against the scene to compare 
the darks and lights of the subject. 

2 Use an isolator for comparing 

colours and values.

Demonstration Liverpool Painting No. 104: St James’ Gardens

Step 2
1 Using the hog brush, block in the big shapes.
With cobalt blue and a touch of burnt sienna

t

added to white, make a light blue grey mix for
the sky, and lighten this towards the horizon.

2 Use the same colour for the snow. 
There’s little value difference here as it
reflects off its surface. Use a darker value of
the cobalt, burnt sienna and white mix for 
the shadowed area beyond the trees. 
3 Block in the trees with cobalt and sienna 
(no white) leaning to brown. The tree
shadows are ultramarine and white.
4 Suggest a line of bushes on the horizon
with cadmium yellow and ultramarine, lean
toward yellow near the top part that’s in the
sun, and bluer at the bottom in shadow.
Soften the bottom edge to suggest distance.
5 Using your finger, lightly circle in white
where the sun goes then wet your finger 
and soften the edges.

You will need
n Surface 
l Card 6x8in. 

(15x20cm)

n Brush
l Hog filbert No.6, 

n Palette knife

n Artists’ acrylics
l Burnt umber
l Burnt sienna
l Cadmium red
l Cadmium yellow
l Ultramarine blue
l Cobalt blue 
l White 

TIP Late afternoon sun gives great
shadows that pick out the contours of
the underlying landscape, which can
add interest to your painting.
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Steve

Strode
Find out more 
about Steve and 
his work by visiting
www.stevestrode.com
If you have any
questions about this
article, please email
him through his
website. 

Step 6
I grab a coffee and make notes 
for the final touches. I thinned the 
shape of some trees as they looked
too stubby, this meant altering the
shadows too. I scraped the
foreground with wax candle to resist
much of the paint, and using a wash
of ultramarine and burnt sienna, lay
in a cool blue to suggest a dip in the
land. I added a few more weeds and
worked on the tree stumps by
rubbing a candle over them. This
resists much of the watery blue snow
shadows, and the pink and white
highlights. Don’t overdo these final
touches; remember, less is more.

t

Step 4 
1 Change your water and work in the lighter areas. Reinstate the 
sun by rotating a large white area with your finger about an inch
wide, gradually softening at the edges. While this is still wet, move
away from the white centre and add a little cadmium yellow, again
in a circular motion with the finger moving out to the edge. Move
out a little more and repeat with a little cadmium red. Practise 
on a scrap of paper if you are unsure.
2 Rework the foliage with dark, mid and light green, getting lighter
nearer the sun. I re-established the tree shadows with ultramarine
and white. Keeping the values close, work on the snow with light
hues of pink, peach or orange using yellow, red and white.

t

Liverpool Painting No.104: St James’ Gardens, acrylic on card, 6x8in. (15x20cm)

t

Step 5
Pick up a palette knife for the following.
Add weeds for foreground interest using
burnt sienna and ultramarine. Burnt

t

sienna and white can be added to these
marks to suggest variation in the light.
Add highlights to the snow with lighter 

value pinks etc. than before. I added
white at the tree line, and re-established
sky holes in the trees. 
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Tips and techniques for painting with pastels, by Jenny Keal

Pastels for beginners

LEARNING OBJECTIVES

n First steps in mark making,
removing mistakes and
creating patterns

Soft pastels

Here white
flowers or
perhaps seed
heads are being
stippled on with
white pastel

t

Making broad strokes
Holding the pastel along its length, stroke 
the colour on with firm pressure. This gives 
good coverage. Lift the pressure to create 
texture – the lighter the pressure, the more
broken the colour will be. This lifting of 
pressure can be equated to the dry-brush
technique in watercolour.

t

Using the tip of the pastel
When drawing a solid object, you can outline
the shape with the tip of the pastel, turning 
it to find the best edge available, and then 
fill in the shape with a broader stroke.

t

Blending with fingertips
Blending large areas such as the sky, is best
achieved with the fingers, or the heel of the
hand. If you are painting onto an abrasive
surface, make sure you have plenty of pastel 
on the paper first so that you do not chafe your
skin. If you can feel the grain of the surface,
then add more pastel before continuing.

t

B
efore you start to use a new
pastel, remove the paper
wrapping, as leaving it on will

inhibit the full range of possibilities.
I also break the stick in half, as this
provides a more usable size.

Using the edge of the pastel 
For creating a straight but broken line, such as a
ripple on water or a distant telegraph pole, the
long edge of a pastel stick, which has been worn
to a square, sharp edge is handy. A broken line
is often more pleasing than a solid one and you

t

can be sure that it will be straight if you use this
method. Just press the edge into the surface of the
painting rather than pushing it back and forth.

STIPPLING
Dots of colour applied in the pointillist manner are very
effective and you could paint in this way over the whole
painting if you wanted to. I personally find it too time-
consuming for a whole painting, as I am an impatient
painter. However, it is ideal for areas of the foreground 
to indicate seed heads of small flowers or the foliage 
of trees and plants. 
Try to make the dots different sizes and shapes, as 

shown below, and vary the distance between them to give 
a natural look.
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t

Soft pastels

USING COLOUR SHAPERS
To blend areas that are more intricate or too small for your fingers, a colour shaper is effective.

1 The band of white in the middle of this
brown area is an uneven shape.

t

Here, a Colour Shaper is used in the later stages of a painting to create neat edges for a chimney.

t

You can also use the colour shaper to tidy
up mistakes, for example to remove a smudge
of colour in a small space between features
where your finger would cause damage to the
surrounding painting. Here, an unwanted 
area of white is being removed.

t

You can soften colours together with 
a colour shaper, for example under the
eaves on a building where the top edge 
of the shadow must be sharp and the
bottom fades into the wall. 

t

Adding highlights with flaking

I then pressed the flakes into the surface of the painting with
the flat of the palette knife. If you feel you have overdone the
flecks (beware, this is addictive) you can blend a few of them 
to lessen the effect in some areas.

t1 The flecks will be more effective if you use contrasting tones
and colours. i.e. light flecks over a dark background and dark flecks
over a light background. Here, I used yellow pastel with the flaking
technique to suggest highlights in the foliage. 

t

FLAKING

1 Lay your board flat on a table and
use the edge of a palette knife to scrape
flakes of pastel from a pastel stick onto
the surface of the painting where you
want to create fine specks of colour.

t

2 Press the flakes into the surface 
of the paint with the flat of the
palette knife where you want them to
stick. Blow away any unwanted flecks.

t

2 Using the colour shaper, you can push
the pastels around to create neater edges.

t

Making neat edges

Removing mistakes

Softening colours together
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Soft pastels

USING FOUND OBJECTS
Abstract foregrounds and passages give 
a painting interest and variation. It is
sometimes difficult to reproduce the
random marks your imagination creates,
but found objects can be used to produce
accidental effects. Some can be used as
stencils to produce haphazard images. 
The object needs to be flat to be effective.
They can also be used to create regular
patterns; for instance, netting can be 
used to create the pattern of pig fencing. 

Lay a piece of plastic netting from a
washing tablet bag flat on the painting and
scrub the pastel across to create a pattern.

t

Depending on the amount of pressure
applied to the pastel, different effects
can be achieved. 

t

You can also coat the netting in pastel
and use it to make an imprint.

t

The netting has been used in both ways in this painting in progress: as a stencil and to make an imprint with pastel-coated netting.
The hit and miss effect is more casual than drawing the fence carefully with a pencil. You can tidy up any stray marks with the colour
shaper. To give a sharper image, try finding a finer netting. You could also spray the underpainting with fixative and once the painting 
is dry, use this technique for a stronger result.

t

This tutorial was adapted
from Start to Paint with

Pastels by Jenny Keal
(republished by Search
Press in 2018). Save money
when you buy from our
online bookshop at
www.painters-online.co.uk
See page 66 for details. 
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C
harcoal is a marvellous 
simple-to-use medium. It may 
be messy at times, but it is such 

a rewarding material and its versatility 
far outweighs a smudged nose or dirty
hands. Charcoal yields results so quickly
and relatively easily that it is a great
confidence builder if you are new to 
this medium.

Charcoal is probably the oldest art 
tool used by mankind. Somebody
somewhere a long time ago took a burnt
branch from the fire and made marks 
on a rock face that can still be seen
today in cave artwork.

Popularly, charcoal is known as 
a medium to draw out an image, prior 
to an oil painting. However it is also 
an exciting tool for strong, sensitive,
expressive and atmospheric drawing, 
as it yields an immense range of subtle
tones, which is the key to all good
painting. When teaching beginners 
I introduce them to charcoal before
beginning to paint, because of its 
tonal versatility.

In this article I want to show you how
simple charcoal is used, the different
types of charcoal, the marks and effects
you can make, and how valuable a tool
it is for learning about tone. Charcoal is
relatively cheap to buy, and works best
on cartridge paper and wallpaper lining
paper. As you can see, charcoal is a
budget-friendly medium with which 
to experiment.

What is charcoal? 
Charcoal is burnt wood. Some charcoal
is used as fuel for barbeques, which is
derived from wood that is burnt to 
create lumpwood charcoal. Charcoal for
artistic use, however, is derived from
willow or vine wood, which is burnt at 
a high temperature in a kiln and sold in
pencil length sticks. Some charcoal is
ground and reformed into compressed
charcoal or set in wood and sold as 
a charcoal pencil.

Charcoal can be bought in boxes and
sometimes singly from art stores. Each
type of Artists’ charcoal has different
characteristics. 
Charcoal pencil is ideal for all drawing t

Part 1 Charcoal Whether you are just beginning to paint or want to try a new
medium, Linda Birch begins a new series discussing the uses of popular media

Let’s start with art

LEARNING OBJECTIVES

n What is charcoal?

n The materials you will need

n Tips and techniques for
drawing with charcoal 

Charcoal
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Polar Bear, natural charcoal on cartridge, 161⁄2x111⁄2in. (42x30cm). The polar bear was
worked in exactly the same way as the apple exercise on page 51. A mid-toned silhouette and
tones were added or taken out as the picture progressed. 

t

and gives clear black lines and tones 
with little smudging. 
Compressed charcoal creates strong black
lines and tones, which don’t smudge easily.

Stick charcoal creates not only different
types of lines, but also beautiful soft 
tones from black to grey, since it 
smudges easily. 
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Step 1
A charcoal pencil creates
strong lines for drawing.
I used the pencil to
create the bare winter
trees and gate.

t
You will need
l A3 cartridge paper
l Charcoal pencil
l Compressed charcoal
l Natural charcoal

Demonstration Landscape

Step 3
Finally, a short length of
natural charcoal was used
sideways and dragged over
the paper to create distance
and sky. I then smudged 
it to create soft tones.  

tStep 2
A short length of compressed
charcoal laid on its side between
finger and thumb was dragged gently
across the paper to create muddy
furrows and textured undergrowth
on the hedge and foreground.

t

Surfaces
Charcoal works well on all drawing
papers, and cartridge is ideal. I have used
wallpaper lining paper, which does
yellow with age, but is good for practice.
You can use watercolour paper, but to
achieve the soft smudginess of charcoal
the surface can be too textured. Choose
large sheets of paper as charcoal works
best on a larger scale. A3 size is ideal.

Fixative
Charcoal can be fixed with the same
fixative you would use for pastel
paintings. This, however, might not be
completely successful, as it will never 
be completely smudge-proof. 
The best place to store a completed

charcoal drawing is flat between two
pieces of paper, newspaper is ideal, 
until framed safely under glass. 
Charcoal pictures will not fade or darken
so can be hung safely in any light. LP

Types of charcoal: charcoal pencil,
compressed charcoal and natural charcoal. 

t

1 Mark making
Try each type of charcoal to see what it will
do. When you know its character you can use
the medium to its best advantage.

2 Charcoal pencil
Use a large piece of paper and, holding the
pencil further back than you would do for
writing, draw a few experimental lines. 
The line is blacker than graphite pencil.

3 Compressed charcoal
Compressed charcoal is regular in shape and
is sold in sticks. Although you can draw lines
with it, try breaking a short piece off and
hold it between your finger and thumb. 
Now drag it across the paper and see the
grainy tone it produces. This is ideal for
creating texture and tone. 

4 Natural charcoal
You will see that this is a piece of charred
twig, slightly irregular in thickness. If
buying a box of these sticks, the medium
thickness is best.
Draw lines with the charcoal and you 

will see how much softer the lines can 
be according to the pressure used. 
Break a piece that is small enough to fit
between finger and thumb, as you did
with compressed charcoal, and drag it
sideways across your paper to produce 
a soft velvet tone. With your finger gently
wipe some of the charcoal off to produce
a lighter tone. Knead a putty rubber until
malleable then gently form 
a soft point and use it to remove 
more charcoal.  

TRY THIS!

You will need
l A charcoal pencil
l A stick of compressed
charcoal
l A stick of medium
thickness natural charcoal
l A3 cartridge paper 
l A putty rubber (a soft
kneadable eraser) or sticky
tack gum, such as Blu-Tack 

Compressed charcoal was used to help create texture

t

The drawing
began with
charcoal pencil
on cartridge
paper

t

Linda Birch
Find out more about Linda 
and her work by visiting 
www.theartistlindabirch.co.uk
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The finished drawing Landscape, charcoal on cartridge paper, 111⁄2x161⁄2in. (30x42cm). Finally, natural charcoal was added and slightly smudged
to create a soft sky and background

t

JANUARY 2019                                           51www.painters-online.co.uk

Natural charcoal is ideal for lifting out tone on cartridge paper. Try this in a drawing of an apple.

2 In the next stage I used an eraser
to lift out the lightest tones. 

3 Finally, I added detail by darkening
areas again with charcoal, and adjusted
the tones by lifting them out with my
finger or the eraser.

TECHNIQUE Lifting out tones  

1 I first created a soft silhouette of an
apple on cartridge paper and, using a
finger, I gently lifted out the medium
tone by wiping gently. 

1 2 3

Charcoal
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T
here are many makes and types 
of coloured pencils, with varying
proportions of different pigments,

mixed with wax or oils, and they vary
considerably in feel. For someone new 
to coloured pencils, begin with a
relatively soft pencil that is also water-
soluble so can be used dry or wet. The
three most suitable for beginners to try

are Derwent Watercolour pencils, Caran
d’Ache Supracolor and Faber-Castell
Albrecht Dürer, all of which have rich
colours and can be used dry or with 
the addition of water. I shall be using
different types of pencils throughout 
this series, but most exercises can be
completed with the pencils you already
have. Some pencils will work on all types
of paper, and some will need a rougher
paper. If you buy a few individual 
pencils of different types you will find 
out which you like best.

Coloured pencils are now taken
seriously in mixed-media exhibitions,
partly due to the coloured pencil
societies in several countries, including
the UK Coloured Pencil Society
(www.ukcps.org.uk), which was founded
to encourage, help and support anyone
interested in the medium, from beginners
to experienced professionals. There are
lots of Facebook pages devoted to
coloured-pencil groups and artists 
to help and inspire you.

Choose your materials
Pencil types available from shops or 
by the internet include those made by
Derwent (made in the UK), Caran d’Ache
(made in Switzerland), Faber-Castell
(made in Germany), Van Gogh (made 
in Holland), and Prismacolor (now made
in Mexico, but previously in the USA).
You will not always find the exact colour
you need in your set, but colours can
also be mixed by layering.

Part 1 Learn simple techniques and mark making and understand your materials 
as Judith Heilbronn Crown begins a new series on drawing with coloured pencils

Coloured pencil basics

LEARNING OBJECTIVES

n Practise basic techniques and
how to hold the pencils

n Try a simple landscape drawing

n How to create tone with
coloured pencils

Coloured pencils

TECHNIQUES

1 Holding the 
pencil correctly
It is easier to lay down colour
if you hold the pencil correctly.
If you hold the pencil as shown
in the photo (left) you can
move the pencil by moving the
first two fingers and thumb
only, making lines and circles.
Hold the pencil lightly or with
more pressure when required. 
For fine details it can be held

closer to the point and the
little finger rested on the
paper for support, with a
piece of clean scrap paper
underneath to keep the
drawing from smudging (above right). 
The little finger acts as a pivot for larger
movement. If your hand shakes, you can
support your hand by resting the side of 

the hand, from little finger to almost the
wrist, on the paper.
For larger movements the pencil can be

held closer to the top so there is more
swing to the pencil.

The best coloured pencils are the ones
you have to hand when you need them!

t

Most accessories are optional rather than
essential, although you will need a sharpener. 
A rubber, such as the Mono Zero, Faber-Castell
Perfection 7058 or a putty eraser is useful. 
A graphite pencil is helpful for sketching first, as 
it is easier to erase than coloured pencil. Other
practical accessories include: embossing tools,
sandpaper, pencil extenders, waterbrushes,
erasing shields and a very soft brush to remove
loose particles. Blender pencils, cotton buds
and hard brushes – along with several liquids –
can be used for blending. Scotch Magic Tape
and fixative are also useful.

t

Holding the pencil correctly

tt
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As well as the coloured pencil, the other
essential is a suitable surface. Papers are
also a matter of personal preference and
you will have to experiment. Papers for
artwork should state ‘acid-free’ so that
they last longer. If you can afford it, the
best papers are the ones with 100 per
cent cotton. Papers that are too smooth
will not hold many layers of coloured
pencil, and colours may not seem so

intense. Rough papers will show flecks 
of white paper, or strong patterns or
textures, as the pencils tend to skim the
surface and not fill the hollows without
extra work. The ideal paper has a slight
‘tooth’, but is not rough. 

Papers used by pencil artists include
Arches 300gm Hot-pressed, Fabriano
Artistico Hot-pressed, Strathmore Bristol
Vellum, Stonehenge and Strathmore

Coloured Pencil paper. It can also 
be fun to try coloured papers, canvas,
drafting film or even wood. Experiment 
to find your favourite surface.

Paper in sketchpads can be carried, 
but if you are using individual pieces 
of paper clip your paper to a piece 
of strong smooth thick cardboard or 
a wooden board. These will act as 
supports while you work. LP

t

Nant Gwernol Waterfall, coloured pencil on Stonehenge black paper, 133⁄4x171⁄4in. (35x44cm)
t

2 Back-and-forth method
A lot of pencil work can be done by the 
back-and-forth method, by applying smooth

strokes parallel to each other without lifting
the pencil. If you do this with light to medium
pressure, you can achieve smooth results. If

you apply a very light layer with the lines
so close together they overlap slightly, 
you will make a very smooth surface. 

1 To make light layers, hold the pencil at a lower angle at two
or three inches from the point so that the lead skims the paper.
t 2 Make gentle smooth movements up and down working

from left to right if you are right handed.
t



Ilfracombe, Devon, coloured pencil on Strathmore mixed-media paper, 9x81⁄2in. (22.5x21.5cm)

t
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TONAL EXERCISES

EXERCISE 1 

Create a strip of colour gradually increasing the pressure
so that you see the transition from pale to dark.

EXERCISE 2 

Also make a strip from dark (heavy pressure) to light. You will
find that as you go from light pressure to heavy pressure, you
will raise the pencil to a more vertical position and hold it
closer to the point.
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Judith Heilbronn Crown
Judith is a member of the United Kingdom
Coloured Pencil Society. 
Visit www.ukcps.org.uk for details. 

In the next issue of Leisure Painter

we will practise more methods of
mark making, including hatching,
cross hatching, scumbling and
erasing. We will also look at colour
mixing by layering.

EXERCISE 3
After you have made the tonal strips, working from light 
to heavy pressure and from heavy to light pressure, try
creating an imaginary misty landscape, where the distant
mountains are very pale, and everything becomes
increasingly darker as the landscape comes closer. Try 
to avoid having the highest mountains and close items 
of interest exactly in the middle of the picture. They will
look best if they are slightly off to the side, and asymmetric.
For this exercise you can use any dark colour, such as 
dark brown, blue or black.

Step 2

t

Step 3

t

Step 4
The finished
drawing
Simple
Landscape,
Faber-Castell
Albrecht
Dürer, 3x51⁄2in.
(8x14cm)

t

EXERCISE 4
The final exercise is to work from left to right, heavy to light with one colour,
then in the opposite direction work over it with another colour so that you
achieve the blend of colours with a smooth transition.

+ =

Step 1 

t
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S
now scenes are a gift for
watercolourists, because the white 
of the paper is used to represent 

the snow – no white paint is ever needed.
This requires careful planning, however,
to identify the areas of snow covering 
in the scene and to cut around them
whilst painting.

Painting on site 
Where I live in Buckinghamshire we
rarely experience a white Christmas,
but in 2011 we had a heavy fall of
snow in the middle of December and 
I ventured out to paint the village
church en plein air. It was cold with 
a weak winter sun so it was important
to dress warmly. I set up my easel 
in the churchyard, pushing it into the
snow, selected a quarter Imperial
sheet of Bockingford paper and
painted Ravenstone Church December
2011 (above). 
I drew the subject with a B pencil

then painted the blue sky with
threatening clouds, followed quickly
by the yellow-grey walls of the
church, carefully painting around the
snow on the roof, parapets and
buttresses. The dark yew tree behind
the church tower and the tree on the
right were next, followed by the
shadows on the church and the
foreground. 

If you are dreaming of a white Christmas, why not paint it? 
Robert Newcombe suggests four ways of painting a snow scene 

White Christmas

LEARNING OBJECTIVES

n How to paint snow scenes

n How to use Robert’s 5Cs of  painting

n How to paint from a photograph, 
a sketch, en plein air and from 
your imagination

Ravenstone Church, December 2011, watercolour, 10x14in. (25x35cm)

t

A photograph of a farm at Pilsley used 
to paint Winter Farm at Pilsley (top right)

t
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The annual carol service was to 
take place later in the day so I invented
people entering the church and warm
candlelight in the windows. The
painting took an-hour-and-a-quarter to
complete, including pauses to allow the
paint to dry between washes, by which
time my hands were extremely cold and
I gladly packed up and went home.

Painting from a photograph 
It is much more comfortable to paint
snow scenes from a photograph in the
warmth of the studio. The photograph
of a farm at Pilsley, near Chatsworth in
the Peak District (below left) was the
basis for Winter Farm, Pilsley (above
right). The farmhouse had a thatched
roof, the contours of which were etched
on the snow covering. The writhing
winter trees behind the farmhouse were
delightful to draw with a Rigger brush
and a dark mix of ultramarine blue and
burnt sienna, dragged quickly across the
paper using the dry-brush technique. 
The paper was again Bockingford but

half Imperial size; it’s easier to paint
larger in the studio.

Painting from a sketch 
Sometimes it’s just too cold to paint 
on the spot so the alternative to a
photograph is to work from a sketch
completed on-site. Early in 2008 we
stayed with Norwegian friends in Bergen
who took us to their cottage in the
mountains. There I sketched Winter,
Norway (right), a beautiful scene of the
mountains north of Bergen, drawn on 
a very cold day in March. It took about
15 minutes to complete, including
annotating with the colours. 

Cottage in the Mountains, Norway
(below right) was painted from the
sketch. The colouring was simple: the
red wood-boarded house, the green and
yellow sheds, the dark green fir trees,
and the dark blue distant mountain in
cloud shadow. Notice that one third of
the painting was left as the white of the
paper to represent the snow.  

Painting from imagination
Some years we have little snow in
England so it’s good to practise and
challenge yourself, turning a non-winter
subject into a snow scene using your
imagination, and drawing on the
experience gained from painting actual
snow scenes similar to those shown
previously. It is relatively easy if you
remember the way in which snow falls
on horizontal surfaces (the foreground),
sloping surfaces (the roofs and trees)
and clings to vertical surfaces (rough
textured verticals, such as tree trunks).
I hope the following step-by-step

demonstration in watercolour shows 
you one way of painting a winter scene
from a photograph that distinctly lacks
snow. LP t

Winter Farm at Pilsley, watercolour,
14x18in. (35x46cm)

t

Winter, Norway, sketch, A4 – used to paint Cottage in the Mountains, Norway (below)

t

Cottage in the Mountains, Norway, watercolour, 10x14in. (25x35cm)

t
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Watercolour

This photograph of Weston Underwood
Church was taken in April. The church in
the next village from where I live is a typical
mediaeval village church. I put a 3x3 grid
on the photograph to help you to transfer
the image accurately. I then used my 5Cs of
painting – concept, composition, contrast,
colour and completion – to develop 
a winter interpretation of this subject.

Step 4 Colour (warm or cool)
Paintings are either predominantly warm or predominantly cool. 
A winter painting is always going to be predominantly cool,
dominated by blues, purples and greens.

Step 1 Concept (what do you want to say?)
What I want to say about this painting is ‘English country church 
in winter’ and the centre of interest is the church. I decided to have 
a strong sun coming from the left (the opposite direction to the
photograph) in order to light up the left façade of the church and create
strong shadows to give good tonal contrast at the centre of interest.

t

1 The sky (tones 2 and 3)
From now on you need to cut round the snow areas carefully to preserve
the white of the paper. Turn the paper upside down to paint the sky to
prevent dribbles running down the white paper representing the snow
as shown in the image (see inset below). Use the hake to paint a Tone 2
purple wash (permanent
magenta), beginning at the
snow-covered roofs of the
church and cottage on the left
and taking the wash down to
ground level elsewhere.
Gradually change this to a
Tone 3 wash of ultramarine
blue at the zenith of the sky.
The paper cockles slightly at
this stage but will dry flat.

t

Step 3 Contrast (tonal values)
1 The next ‘c’ is contrast or tonal values. 
On the left of a fresh sheet of watercolour
paper create a five-value tonal scale using
1in. (25 mm) squares, numbering the
squares from 1 to 5. Tone 1 is the white 
of the paper and Tone 5 is the darkest tone
you can achieve with ultramarine blue.
Intermediate tones are achieved by 
adding water to the Tone 5 mix. 

t

Demonstration
Weston Underwood Church

2 Referring to your five-value tonal scale and
using ultramarine blue produce a small tonal
plan for the painting to enable you to see the
colours as tones. The white of the paper is the
lightest tone (Tone 1 – the snow) then use the
almost neat ultramarine blue for the darkest
tone (Tone 5 – the dark bush in front of the
church) and the intermediate tones shown 
as the numbers on the tonal plan. 

You will need
n Surface
l *Whatman NOT 140lb 
(300gsm) watercolour 
paper 11x15in. 
(28x38cm)

*Whatman is whiter than 
some watercolour paper and is
ideal for snow scenes, but any
watercolour paper will do 

n Brushes 
l 1in. hake for the
broad washes 

l Escoda Perla No. 8 
or similar for the
architectural details 

l Rigger for the trees

l 2B pencil

n Winsor & Newton 
Professional Water Colour 
l Raw sienna
l Burnt sienna
l Burnt umber
l Ultramarine
blue

l Brown madder

l Light red
l Permanent
magenta or
alizarin crimson 

l Winsor blue
(green shade)

Step 2 Composition (the design of the painting)
Draw the subject with a 2B pencil, referring to the 3x3 grid on 
the photograph. I left out the rather ugly bush at the left centre 
of the photograph and reversed the direction of the furrows in 
the foreground to give directional perspective lines in the snow,
leading the eye to the centre of interest – the church. 

t
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Robert Newcombe
Contact Robert at robertnewcombe.rn@gmail.com for details 
of his book Robert Newcombe’s 5Cs of  Painting and accompanying
courses or visit his website at www.robertnewcombeartist.com

3 The shadows,
trees and furrows (Tones 4 and 5)
With the same brush paint a transparent
shadow wash of ultramarine blue and brown
madder onto the shadow sides of the church,
cottage and trees. The transparency of the
shadow wash allows the local colour to show
through, which can be reinforced with strong
local colour dropped into the wet shadow mix,
in other words neat raw sienna into the tower

t
shadow for variation. Use the same colour to
show the underlying furrows in the foreground.
Paint the tree trunks with the Rigger and a mix
of ultramarine blue and burnt umber to give a
dark grey. Drag the brush quickly over the trunks
to leave white paper to represent snow clinging
to the rough surfaces. A stiff mix of Winsor blue
(green shade) and burnt sienna (Tones 4 and 5) 
is the colour for the dark green bushes.

Step 5 Completion (when is the painting finished?)
I was now nearing the completion of the painting although the 
trees still needed some indication of shape so using quick downward
strokes of the Rigger I dry-brushed in light burnt umber. At this 
point I referred back to my concept of ‘English country church in 
winter’. Had I achieved my concept? I think I had so the painting 
was finished.

t

2 First wash on the buildings
(Tone 3)
Mix ultramarine blue with light red to make
a warm grey then add raw sienna to produce
the dull yellow-grey of the Cotswold stone.
Using the No. 8 Round brush paint the walls
and tower of the church and the gravestones.
Paint the cottage walls light red. 

t

The finished painting Weston Underwood Church, watercolour, 10x14in. (25x35cm)

t
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T
his series of six articles on
drawing in ink will guide you
through the process of drawing

landscapes, from choosing your basic
materials and practising essential
techniques to completing finished
landscapes. Ink is a very exciting
drawing medium and possibly a little
underrated. There are more versions 
of pens, nibs and ink types than I could
possibly mention so I will narrow the
field of choice considerably.

Your pen choices
There are two main types of drawing
ink: pigment ink and dye-based ink.
Pigment ink is archival, waterproof 
and fade-proof. Dye-based ink, on the
other hand, is water-soluble. There 
will always be exceptions, but these 
are the main differences.
Drawing pens come in many forms,

including quill, reed, dip, fountain,
ballpoint, gel, technical, felt-tip and
brush. Dip pens come with a wonderful
assortment of nib types, but are difficult
to use on location. An open bottle of
ink will invariably end up spilled. 
For convenience, I recommend using
fountain pens or technical pens. Uni
pens or Sakura Pigma Micron pens are
good examples of the metal-tipped
technical variety. Although fountain 
and technical pens are convenient to
use, there is one main difference. First,
fountain pens have a flexible nib that
produces lines of varying width
depending on the amount of pressure
exerted when drawing. Technical pens
have little or no variation in line width
(see Figure 1, top left).
Modern fountain pens have

disposable ink cartridges. Most of these
cartridges contain dye-based (water-
soluble) ink. If you wish to use pigment
(waterproof) ink in your fountain pen,
you can buy a converter that replaces
the disposable cartridge. This converter
can be filled directly from a bottle of
pigment ink specially designed for
fountain pens. Platinum carbon ink 

Part 1 Anne Kerr begins a six-part series demonstrating how to draw elements 
of the landscape with a look at materials and mark making this month

Studies in the landscape

LEARNING OBJECTIVES

n How to choose your drawing
materials

n Try mark-making exercises 

n Practise shading for shape 
and form

Pen and ink

Figure 2 A selection of drawing materials you will need. Make your own choice between
a pen with water-soluble or waterproof ink.

t
Figure 1 The different lines produced by fountain and technical pens

t

It’s important to take your time and produce consistent and pleasing marks that make
sense to the viewer.

t

Fountain pen

Technical pen No. 0.7

Technical pen No. 0.3

Figure 3at Figure 3bt
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t

Pen and ink

PRACTISE YOUR PEN STROKES

1 Draw a rectangle approximately 1x3cm and practise
drawing lines that show a tonal range from dark to light.
Use different sized nibs and several layers of strokes if it
helps you achieve this effect. Uniformity and consistency
of pen stroke is essential. Don’t skip this exercise; it’s not
quite as easy as it looks! When you come to produce a
complete drawing, pen strokes will show many values:
light, shade, texture, volume and shape. If your lines 
are inconsistent, they will only confuse the viewer. 

t

2 Look at the patterns in Figure 5.
Try copying these designs; stay as
consistent as possible. This may seem
boring, but it will pay dividends in the

t end. When consistency of pen
strokes comes naturally, you will be
able to concentrate fully on the
features of your drawings. We now

move on to look at the many
methods of shading our drawings
to show form, volume and light.

is one such make. I use a Lamy Safari
fountain pen with a converter, an extra
fine nib and black pigment ink. If you
prefer water-soluble ink and the
flexibility of a fountain pen nib then the
Rotring drawing pen is a good choice.

Figure 2 (middle left) shows a basic 
set of materials you might want to put
together to follow my exercises over 
the coming months. 

Surfaces
The choice of paper type is most
important, as it is with all drawing and
painting media. Always invest in good
paper before spending on other art
materials. I have seen so many pieces 
of art spoiled because of cheap paper. 

The type of paper you choose
depends on the final result you want. 
If you are aiming for a textured look 

to your drawings your first choice
should be a textured paper. If you
want a smooth look, a smooth paper
should be your choice. Cartridge paper
can be used, but preferably no lighter
in weight than 200gsm. If you intend 
to use ink without the addition of
water washes, acid-free mixed-media
sheets, illustration board or Bristol
board would be excellent. If you want
to use water-soluble ink or add
watercolour washes, choose a Hot-
pressed (smooth) or NOT (medium
texture) watercolour paper. 

Always choose a watercolour paper
that is no less than 300gsm in weight
or it will buckle when wet.

So, choose your paper, pen type and
ink type before you begin. I suggest
you work with black ink for the
following exercises.

Mark making 
Probably the most important aspect 
of drawing with ink is uniformity 
and consistency of your pen strokes. 
A feature of a picture that has been
shaded with hurried and scrappy pen
strokes can be confusing to the viewer
so take your time. Figure 3a (bottom
left) shows hurried and inconsistent
lines with little thought to their
direction, weight or width, whereas
Figure 3b (on its right) shows careful
and consistent lines that, from a
distance, make the object appear as 
a whole and is pleasing to the viewer.

The following exercises may seem
tedious to you, but these techniques
are absolutely essential to practise if
you want to produce convincing and
pleasing pen-and-ink drawings –
so let’s get started. LP

Figure 5t

Figure 4

t

TIP Keep your drawing pens 
and paper handy and just doodle
whenever you have a few minutes
to spare. This will help you
familiarise yourself with your tools
and what they can do for you.
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Pen and ink

PRACTISE SHADING
Shading can be executed in different 
ways, including a single layer of lines 
or multiple layers of lines, known as 
cross-hatching. We can also use textural

patterns. (We will look at texture in more
detail a little later). When using basic 
cross-hatching, each layer of lines can 
be drawn at a slightly different angle 

to obtain the depth of shading needed.
Try repeating the tonal exercise in Figure 4

but this time use cross-hatch strokes to
obtain the values required. 

1 When shading an object,
always be aware of the direction 
of your light source. A general rule
is to try to follow the plane of the
object itself. Straight lines will
make an object look flat; curved
lines will show form, shape 
and volume. 

t

2 The top figure shows a flat
circle. The curved lines in the
circle below it turn the circle 
into a sphere.

t

3 Be very sensitive to the use of
shading lines. Ask yourself, what am 
I saying? Am I showing shape, volume 
or texture? The lines used to show
shading can vary in size and even end
with just a few stipples. However, even
though the lines can be of different
lengths they must remain consistent 
in other ways. Consistency removes
confusion for the viewer.

t

Figure 7b This tree looks more interesting
with broken lines

t

wrong with sketching in pencil first but, if
you can, be brave and go straight in with ink;
it will give you so much more confidence. If
you make a ‘mistake’, remember that the
viewer has no idea what you wanted it to

look like in the first place so they won’t
see it as a mistake. Just go with the marks
you have made and incorporate them into
your drawing. Try not to draw hard
outlines around every feature. 

Figure 7ct Figure 7dt

2 Figure 7c shows a
smooth round ball. The
textural lines in Figure 7d
however turn the 
smooth round ball into 
a fluffy one.

t

1 Broken lines are
interesting and can suggest
objects in the distance.
Also, when showing
texture, let the textural
lines depict the shape 
and feel of the object.

t

TRY THIS!
We have spent time trying out the
techniques needed to draw with pen and
ink. Over the next few months we will
look at how to draw the individual
features of a landscape. There is nothing

Figure 7a A tree drawn with hard contour lines

t
Light

Figure 6a

t

Figure 6bt

Figure 6ct

Figure 6d

t
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Anne Kerr
Anne is an internationally known artist
who teaches on painting holidays, gives
talks and painting demonstrations. She
also undertakes animal portraits in soft

pastel. Full details can be found on her
website www.annekerrartstudio.com
and contact Anne by emailing
annekerrartstudio@outlook.com

Figure 8 The Village Pump, Lamy Safari fountain pen with extra fine nib on Canson mixed-media paper, 71⁄2x81⁄2in. (19x22cm). My drawing 
of the village pump shows you several of the shading patterns, textural lines and techniques we have talked about and practised in this article.

t

Figure 9 Thinking in shapes can be an enormous help when beginning a drawing.

t

SHAPE AND FORM
Our four best friends when drawing are
blocks, cylinders, spheres and prisms. 
If you look around you, you can probably 
see how each object can be split up into
some or all of these shapes. Figure 9 shows
my drawing of the village pump (above)
divided into some of the shapes mentioned. 

Try drawing the four shapes (block,
cylinder, sphere and prism) at different
orientations. Select a direction for your light
source and shade the objects accordingly.
Look at the cube in Figure 6a (above left) 
as an example. Begin by drawing the objects
with flat surfaces then change the texture 
of the surface to fluffy, rough or wavy. 
Don’t use hard lines around everything; 
let the texture speak for itself.

If you have worked your way through 
the previous exercises, you now have the
necessary skills to complete a pen and ink
drawing, but don’t rush to try a whole
landscape picture just yet. Try to see the
overall shapes of objects without their finer
details. Identify your light source and note
the shadows formed. Practising your
consistent pen strokes and shading patterns
is far more important at this stage. Above
all, take your time. 

Next month we will look at drawing the
first of our landscape features: rocks, 
stones and cliffs.



Making dots and patterns will help spark creativity

t

Use all five senses to observe and draw everyday objects

t
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I
always think of drawing and sketching
as one of the foundations of my
creative pursuits. Whether I am

producing an original print or working
out a new design idea, it all starts from
the point of drawing and sketching. Now
I am aware that this isn’t true for all, but 
if I am drawing regularly then my
creativity is sparked. 
I have come to realise, however, that

drawing doesn’t just work as a sketching
or planning tool, or as a means to an end.
I also use drawing, sketching and
doodling as a foundation for my own 
self-care and mental wellness. I love
drawing for drawing’s sake – making
marks, expressing my feelings and frankly

just switching off my mind. This way of
approaching drawing falls into the realms
of something called mindfulness. 

What is mindfulness?
Put simply mindfulness is being aware or
bringing attention to the present moment
– a practice of observation without
judgement. It is a conscious direction of
our awareness to the current moment in
time, to acknowledge calmly and accept
your own feelings, thoughts, and bodily
sensations. Although it may sound simple,
being entirely mindful can be hard to
achieve. Our minds are very busy and
hundreds of random thoughts pop up
within the space of just a few minutes.
Learning to let these thoughts pass and
not actively think on anything except for
the present moment is what mindfulness
aims to do.
I have always drawn and doodled as a

mindful task without really knowing what
that was. After training as a yoga teacher 
I then realised the power of mindful

practices in helping to calm the mind,
relax, re-connect to the self and boost
creativity. 
Mindfulness can be developed through

the art of meditation, yoga, scanning the
body, walking, eating or other simple
practices. In the case of this article, 
I would like to offer you tips and
techniques for entering into a mindful
state by drawing.
The reason that drawing works well as 

a way to achieve mindfulness is that it
provides a very simple, repetitive task 
on which the mind and body can focus,
however, when you begin drawing as a
mindful activity  – rather than a purely
creative pursuit or planning tool – it 
can be hard to know where to start. 
I hope these simple tips and techniques
will help you to get started. 

Tip 1 Process not perfection
The most important concept to bear 
in mind when carrying out a mindful
drawing activity is that it is the process of

Top tips and techniques to rekindle your creativity 
and fill your sketchbook, by Susan Yeates

Mindful drawing

LEARNING OBJECTIVES

n What is mindfulness?

n Spark your creativity with 
easy practices 

Drawing
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drawing that is the point, not the end
result. Perfection, or jumping ahead to
think about the end result, goes right out
of the window. Never worry about what
the finished drawing will look like, even
if you are sketching an object or real-life
scene in front of you; none of this
matters. You want to become totally
caught up in the present moment alone
and let go of what you are actually
drawing. 

Tip 2 Observe the senses
Pay attention to all your senses as you
draw, with an emphasis on observing
rather than judging. Perhaps as you 
hold the pencil, notice each sense one
by one – sight, smell, touch, hearing 
and taste. For example, watch the
thickness of the lines drawn, listen to 
the sound that a pencil makes as it
moves across the page, notice the
sensation of your fingers holding the
pencil, the speed at which you draw 
or the light and warmth in the room.
Does the pencil you are using smell?
Simply observe – there is no right or
wrong – there is just experience. 

Tip 3 Slow down 
By slowing down the way you draw 
or the activity you are undertaking, you
give yourself time and space to observe
and notice fully, rather than rushing to
reach the end. This will also encourage
you to slow down your breathing rate.
When we slow down the breath we start
to trigger the parasympathetic nervous
system (the rest-and-digest system) that
is responsible for relaxing the body and
helping with deeper recovery and rest. 

Tip 4 Quantity not quality
When you approach drawing as a
mindful task, it is better to do little
things regularly. It is hard to be mindful
for a few hours, but a few minutes are
achievable. Just keep a sketchbook and
pen on you and whenever you have 
five minutes, do one of the simple
techniques below. Perhaps try this on
the train to work, every morning after
breakfast or just before bed. A little 
daily mindful drawing goes a long way
to de-stressing and re-kindling creativity.

TECHNIQUES
Technique 1 Doodle dots
One of the easiest ways to get started
with mindful drawing is to make dots
your starting point. Using a fine liner
pen or pencil, simply draw tiny dots or
little circles across your page. Don’t pre-
plan a pattern, just let the marks develop
as you go. Sometimes you will find the
marks become organic and circular, and
sometimes they form geometric patterns.
Sometimes it looks a mess and at other
times it looks really beautiful. Just 
let your pen go for a walk and pay
attention to the tips above. 

Technique 2 Patterns and 
mark making
Building upon the simple dots, try

creating interesting patterns and marks
in your sketchbook. Perhaps divide a
page into squares and in each square
create a different pattern. Try not to 
pre-plan or copy from somewhere else.
Try different pens, colours, techniques
and enjoy the process. 

Technique 3 Everyday objects
Take an everyday object that you have
in your home. Find something that you
wouldn’t usually pay much attention to –
a pair of scissors, some sticky tape, a
spoon, a sock or whatever is the smallest
object to hand right now. Place it in
front of you and look at it in detail.
Observe its colour, texture and shape.

Then pick up your pencil and draw what
you see, not worrying about what your
drawing looks like. You could just draw
around the object itself several times. 
Try drawing in your sketchbook without
looking at your lines – just at the object
itself. Experiment with other ways to
study this everyday object. 

Technique 4 Marks to music
The final idea is to listen to a piece 
of music and draw in response to the
music. To do this, select a piece of music
to use and press play. Sit with your
drawing tools, close your eyes, breathe
slowly and spend a few moments just
letting the music wash over you. Then
pick up your pencil or pen and make
marks in response to the music. Do you
press hard or lightly? Perhaps your lines
overlap? The end result doesn’t matter –
just listen, draw and let go. 

I hope that the tips and techniques
above really help you to get started
with mindfulness through drawing 
and you see some of the wonderful
benefits, which might well include 
full sketchbooks and a more relaxed
mind. LP

Susan Yeates
Ready for more inspiration? Join 
Susan’s 30-Day Sketchbook Challenge
(begins on 1 January 2019) by visiting
www.magenta-sky.com or email
info@magenta-sky.com for details.
Susan is a printmaker, yoga teacher
and author. She has written five art
and craft books, and offers online
courses in art and yoga, including
Mindful Drawing and Doodling 
for Beginners. 

Doodling and pattern making helps you to become caught up in the moment

t

Try to make time every day to draw –
even just for a few minutes 

t
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Painting a large-scale mural on a
vertical surface is not easy. When the
mural is in an overwater observatory

on a remote tropical island, there are
additional challenges to overcome. This 
is an account of the stages involved in 
my mural painting project at Anantara
Kihavah Villas, a luxury resort in the Baa
Atoll Island archipelago of the Maldives.
The mural covered the internal wall of the
observatory built on stilts over a lagoon. 
It is part of a structure called Sea–Fire–
Salt–Sky, which include underwater and
overwater restaurants and a rooftop bar. 
I met the resident astronomer to discuss

his vision for the mural. He wanted it to
tell the story of the formation of planets
and to show the accurate relative sizes of
the planets. The mural was to include the
Orion Nebula, Andromeda Galaxy and 
the eight planets of our solar system, from
largest to smallest. He provided me with
images for reference. The mural was to
extend from floor to ceiling, within an
area of nearly 20 square metres. 

Challenge 1 
Painting on a curved wall I knew the
cylindrical shape of the observatory would
produce perspective distortion when
objects were viewed from an angle. It is
impossible to adjust for every different
viewing angle so I had to focus on how

each object looked when viewed front-on.
I visited the observatory with my camera

and tape measure and recorded
measurements, including the height of the
wall (1.58m), the length of the wall to the
doorway (9.6m), the height of the chairs
(1.06m) and the size and position of lights

and the control panel cover. The
astronomer would soon be away for 
a week so I knew that would be the 
best time for me to complete the mural. 
I would not have to set up then pack
away all my equipment every day before
the evening star-gazing sessions. 

t

Elena Parashko discusses the challenges she overcame 
to paint a mural in an observatory on a remote island

Planet suite

LEARNING OBJECTIVES

n Step-by-step process to paint 
a large-scale mural

Inspiration

Tracing circle templates for each planet

t

The plain white interior of the observatory before the mural was painted

t

Painting the background of deep space using my handmade sponge tool

t
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Challenge 2 
Working with a time pressure The actual
painting process can’t be rushed or quality
will suffer. I therefore would have to
spend long hours working on the mural
for consecutive days until it was finished. 

Challenge 3 
It is physically demanding As I would be
painting from floor to ceiling, I knew there
would be a lot of crawling around on my
knees and lots of reaching overhead for
extended periods of time. Without being
able to take days off to rest my body, my
muscles would soon cramp. I made
arrangements to have a shoulder rub or
massage every few days to help ease the
inevitable muscle tension and pain in my
arms, shoulders, back and legs.

Planning
I worked out the colours required so that
interior house paint could be ordered
from Male, the capital. To have the paint
quickly, rather than go through the usual
shipping of freight procedure, it would
come over on a seaplane with guest
arrivals. In the meantime, I drew the
composition to scale on paper. 

Challenge 4 
Limited supplies in an isolated location
I tried to think ahead to how I would
paint the mural and all the equipment 
I would need. Being on a remote tropical
island meant there was no easy access to
art supplies. Fortunately, my husband was
coming to visit me so I asked him to pack
sheets of A3 paper, black and white
transfer paper, brushes, charcoal, retarder
medium, pearl white paint, sponges and
his old shaving brush.

The hunt for circles
After the astronomer had approved my
plan, it was time to draw the composition
on the wall of the observatory. I began by
marking measurements along the top and
bottom of the wall then, referring to my
plan and checking positioning with a tape
measure, I drew the Orion Nebula and
Andromeda Galaxy freehand with
charcoal. For the planets, I needed perfect
circles so I searched around the island for
circles I could use as templates. I taped 
12 A3 sheets together into a large sheet 
of paper and headed to the bar. There 
I found glasses and ashtrays with lips 
the perfect diameter to trace for the four
smallest planets with Mercury at 5cm, Mars
at 6cm, Earth at 10cm and Venus at 11cm.
For Uranus I found a bar stool with a
38cm diameter. I couldn’t find anything
with a 41cm diameter for Neptune 
so I enlarged the tracing of Uranus by
3cm. I did this by using a strip of paper
from the midpoint, like a plumb line, 
to measure an extra 3cm past its
circumference. Then I searched for larger
tabletops. I needed help tipping a table
upside down onto my large sheet of paper
to trace the 80cm diameter circle for
Saturn. I couldn’t find a 108cm circle for
Jupiter so I used the plumb line trick again
to enlarge the tracing of Saturn by 28cm.  

Inspiration

Jupiter

t

The mural completed with the telescope ready
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I used these traced circles as templates
for each planet. Referring to my plan, 
I worked out the exact position of each
planet on the wall. I taped the appropriate
template with masking tape to the wall
then inserted black transfer paper behind
the large sheet of paper and traced over
each circle with a pen. The rings of Saturn
were drawn freehand. With their 175cm
length, they had the most perspective
distortion. It took a few attempts of
dusting off the charcoal, trying again then
looking at the rings from different angles
to draw them correctly.

Painting begins
I painted around the edge of each planet,
the light fixtures, control panel cover and
along the wooden trim on the floor and
ceiling to avoid overpainting in the next
stage. For the black background of deep
space, I wanted to create a sense of depth.
I therefore decided not to use a large
housebrush, which would have covered
the area very quickly, but resulted in a 
flat finish. I therefore rolled a sponge 
into a mushroom shape, secured with an
elastic band, and used this as a dabbing
tool. This method created an irregular
intensity of black as some areas had
thicker paint than others, indicating subtle
dust clouds in space.

For interest, I added distinct clouds 
of space debris by sponging blue and
purple paint. 

Challenge 5 
Painting on a vertical surface Once the
background around the planets was
completed, I used a stiff brush to flick
specks of white paint to create the effect
of stars. In flicking white paint to create
the speckled star effect, the paint had to

be diluted slightly, although if it were 
too diluted, there was a risk of the paint
running down the wall. Working on the
vertical surface also meant it was tricky 
to angle the flicks in such a way that 
they hit the wall surface as a dot and not
on an angle, which created a tail. There
were quite a few drizzles and ‘comets’ 
that I had to black out with a small brush.

Rethinking the process
The next stage was to paint the large 
areas of the Andromeda Galaxy and 
Orion Nebula. I began by using the
brushes and technique that I normally
would if I were painting on a canvas 
using acrylics. My husband’s old shaving
brush was a great alternative to a large
Round brush. I quickly found that the
paint was not responding as I expected,
however, and I had to paint over the
original work and start again. 

The heat in the observatory and the
porous surface of the wall meant that 
the paint dried virtually instantly. Even
with the use of retarder medium, my 
usual technique of blending wet colours
could not be achieved so I had to
experiment with a more layered
application of paint and dry brushwork 
to simulate the effects that I wanted. 

Painting the planets
With my new method of painting, 
I managed to complete the largest planets,
Jupiter and Saturn, before the astronomer
returned. I then removed all the drop
sheets, packed away my painting
equipment and returned the chairs to the
observatory so the evening star-gazing
sessions could resume. 

As the large areas of the mural were
completed, for the next three days I only

needed to bring the materials needed 
to paint the small planets. 

Challenge 6 
To be geographically relevant I wanted 
to make the painting of Earth
geographically relevant by painting the
landmasses around the Indian Ocean so
guests to the observatory could recognise
their current location in the Maldives. 
Most images of Earth on the internet
feature North and South America, but 
after an extensive search, I found the
reference photograph I was looking for.

Completion
It took ten days of intensive painting 
and four massages to complete the mural.
It is one of the most extensive and
rewarding painting projects I have ever
done. The resort will take care of the
finishing touches of applying a matt
varnish, painting the trim above and 
below the mural in black and replacing 
the grey patterned carpet with black
flooring. Once this is done, upon 
entering the observatory, guests will feel
like they are stepping into space. LP

Elena Parashko
Elena is the author of the empowering
book Survival Guide for Artists: How 
to Thrive in the Creative Arts, available
via her website and Amazon. For
information about her work visit
www.elenaparashko.com or email
info@elenaparashko.com Her blog
www.survivalguideforartists.com has 
a wealth of information for artists.

Saturn, Neptune and Uranus seen on the curve of the wall

t
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ART COURSES & HOLIDAYS SHOW

Dedham Hall

2019

Come to Dedham Hall where we offer tutored courses run by an ever-increasing number of 
tutors that include Alvaro Castagnet, Soraya French, Paul Banning, Roger Dellar,  

Jane Evans, Liz Seward, Chris Forsey, David Howell, Carole Massey,  Amanda Hyatt, 
John Hoar, Herman Pekel and many more. 

Dedham Hall has been hosting residential art courses for nearly 30 years and is well 

known for its accommodation, lovely food, friendly atmosphere, as well as its extensive 

list of tutors. The studio and gardens of Dedham Hall as well as the beautiful Stour Valley 

offers the perfect setting to relax and let your creative juices flow. 

E. sarton@dedhamhall.co.uk  T.01206 323027  www.dedhamhall.co.uk

‘Diwali Parade’ by Amanda Hyatt

*T&Cs apply. Subject to availability. Non-member associate fee £10pp may apply. Details correct at time of going to press 

(Oct18)  Visit hfholidays.co.uk/terms for full T&Cs.

discover
YOUR HIDDEN TALENTS

Request your brochure today
Call 020 8732 1250  

Visit hfholidays.co.uk/art

3 NIGHTS
FROM 

£349
PER PERSON*  

Unleash your inner artist and get your creative juices lowing. Meet 
our extremely talented and experienced leaders who’ll help you  
                          learn new skills, advance your technique and create  
                            unique pieces – all in a fun and supportive environment.

W
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WCASE  2019 To help you choose the painting course or holiday to 

suit you best in 2019 simply contact the organisers below

“Your First & Best Choice for a Painting Holiday”

ovely ainting oliday dventure

Somerset, Exmoor National Park & North Devon Coast,
North Cornwall, Lake District, Wye Valley, Jersey (CI),
Provence, France & The Western Algarve, Portugal

Paul Alcock, Grahame Booth, Jem Bowden, Joe Francis Dowden, Jeremy
Ford, Chris Forsey, Max Hale, Steve Hall, Barry Herniman, Michal
Jasiewicz, Carol Kibble, Arnold Lowrey, Kevin Scully, Keiko Tanabe, Paul
Weaver, David Webb, Jake Winkle, Dave White & Peter Woolley

 01934 733877

 Organisers always on location with the group
 All Destinations researched thoroughly by Alpha
 At Alpha we use only proven tutors
 Art Materials included on selected holidays
 All Abilities & Non Painters Welcome
 Studio & Location based courses in all media
 All rooms en-suite & some Ground Floor rooms

B I G    S K Y    A R T 
Residenal Tutored Art Breaks in  

beauful North Norfolk 
An area beloved by arsts for hundreds of years – a unique, 

unspoiled landscape of beaches, harbours and villages 
offering a huge variety of delectable subjects 

Four day Art Courses run by celebrated tutors: 
Jem Bowden * John Hoar * Steve Hall *  Tim Fisher  

Ian McManus * Herman Pekel * Sarah Wimperis 
Stunning locaon – between Burnham Market and Brancaster 

Superb Country House accommodaon, inclusive of 
all tuion, B&B and home-cooked dinners 

 at The White House, Sussex Farm, Burnham Market 
T: +44 (0) 7785 439727 

E: hello@stayahewhitehouse.co.uk 
www.bigskyartcourses.com www.stayahewhitehouse.co.uk 

Four day Residen� al Art Courses run by top tutors:

Jem Bowden   Steve Hall   John Hoar   Tim Fisher

Ian McManus   Herman Pekel   Andrew Pi�    Sarah Wimperis

Stunning Country House luxury accommoda� on
set in peaceful farmland near Brancaster. Fully inclusive 

of B&B, gourmet dinners and all tui� on.
Non-pain� ng partners welcome

The White House, Sussex Farm, Burnham Market
T: +44 (0) 7785 439727

E: hello@staya� hewhitehouse.co.uk

www.bigskyartcourses.com  www.staya� hewhitehouse.co.uk

B I G    S K Y    A R T 
Residen� al Tutored Art Breaks in 

beau� ful North Norfolk
A part of England beloved by ar� sts for hundreds of years – a 

unique, unspoiled landscape of beaches, harbours and villages
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LP Marketplace
To advertise your holiday, course or business call Anna-Marie now on 01778 392048

Holidays & Courses

72             JANUARY 2019

•  Bespoke watercolour painting holidays for small 

groups in a picturesque Tuscan hill town.

•  Enjoy painting beautiful locations with established 

artist Elizabeth Cochrane as your guide sharing 

with you her 20 years of local knowledge.

•  All abilities welcome from €600 a week. 

• Some art materials and equipment are provided.

•  Also available for daily painting lessons.

BESPOKE PAINTING HOLIDAYS IN TUSCANY

Tel: 0039 338 3875128 or email liz@elizabethcochrane.com 

Visit the website for testimonials www.elizabethcochrane.com

PAINTING COURSES IN NORFOLK 

AND CORFU. 1-7 day and weekly art 

courses painting fl owers and gardens, 

landscapes, watercolour or line and 

wash with Jan Blanch in Norfolk also

Brusho classes. Very good accommodation. 

Painting holidays in Corfu. 

Tel: 01493 393639 or 07702 069300 

Email: janblanchartist@gmail.com

www.janblanch.co.uk
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Email: info@watermill.net

Call Bill or Lois: 0039 327 379 9178

Art & Craft Days 
The
Butterßy
Art
&
Craft
Studio,

Flacks
Green,Terling,
Essex
CM3
2QS
Enjoy a special day at The Butter:ly Art & Craft Studio 

Grifin Mill, Stroud, GL5 2AZ 

Suppliers of the inest

VISIT OUR ONLINE SHOP
FREE CATALOGUE

 

 - Plain wood or painted 

Call 01427 787318 or visit 
www.ashcratframing.co.uk/store 

- Large, standard and bespoke sizes
- Inlay frame specialist

 - Complete or self-assembly

Exclusive - St Ives/Nicholson style 
frames available on-line 

 - Save money on framing

Celebrating our 15th year

https://watermill.net

EXCITING NEW 2019 BROCHURE NOW AVAILABLE!
For brochure and other information contact John or Christine on

01202 393234  info@artholidaysindorset.co.uk
www.artholidaysindorset.co.uk

•  Prices from £169
•  500 m from the sea

•  Free transport

•  Highly professional tutors

•  Friendly house-party atmosphere

•  Delicious food and wine

•  All accommodation en-suite

•  No single supplement

•  Stunning locations - easy walking

•  All abilities and non-painting 

partners welcome

•  Well equipped studio

•  Small numbers to ensure 

individual attention

SUPER 

DOUBLE UP 

DEAL SAVE 

£179

DOUBLE-UP-DEAL - BOOK TWO CONSECUTIVE HOLIDAYS IN PINK & 
SAVE £179 PLUS A FREE NIGHT DINNER, BED & BREAKFAST

Art Holidays in Dorset, The Studio, Boscombe Spa Hotel, 4 Glen Road, 
Boscombe Manor, Nr Bournemouth BH5 1HR

DOUBLE-UP-DEAL - BOOK TWO CONSECUTIVE HOLIDAYS IN PINK & DOUBLE-UP-DEAL - BOOK TWO CONSECUTIVE HOLIDAYS IN PINK & 

Art Holidays in Dorset
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STOP PRESS - 2018!  23-27 DEC 2018 CHRISTMAS ART FEAST!  2 places left

SNEAK PREVIEW OF SOME OF THE DOZENS OF 
COURSES IN 2019
27 Feb-2 Mar  Painting Winter with Watercolour studio based
15-18 Mar From Rolling Waves to Ripples studio based
25-28 Mar British Wildlife with Watercolour and Pencil 
 studio based
8-11 Apr Sketching Buildings with Pen and Wash   
 studio based
17-20 May Watercolour - the Basics and Beyond  
 studio based
21-24 May A River View in Watercolour 
 partly studio based
2-5 July Sketching by the Seaside with Watercolour
9-12 July Taking the Rough with the Smooth - Watercolour,  
  Oil Pastel and Wax Resist partly studio based
17-22 July  And Now for Something Fantastically Different!  
 studio based
31 July-2 Aug Dynamic Watercolours
6 - 9 Aug Inside Out - Watercolour and Pastel
10 - 13 Aug Sketching Summer Landscape with Pen   
 and Wash
14-17 Aug Flowers and Gardens - Watercolours or   
 Acrylics      
18-21 Oct  Animal Portraits in Watercolour   studio based

WINTER WARMERS 2019
Two full days’ tuition in our cosy studio from 10am to 5pm, 
light lunch and delicious dinner plus bed and breakfast all 
for only £169 Why not pamper yourself and add Friday and/
or Sunday night dinner, bed and breakfast at the special 
painters’ rate of £59 per night? Most people do!
12 & 13 Jan Pen and Pastel in Happy Harmony
2 & 3 Feb Flowers and Inpressionism
9 & 10 Feb  Expressive Drawing - Charcoal, Graphite 

and Indian Ink
23 & 24 Feb Pretty Poppies to Paint and Collage
9 & 10 Mar  Have Fun with Faces - Bring Your 

Brightest Watercolours!

BINDERS

binders take a complete
volume of 13 issues and have no loose clips
or rods. In a matter of seconds you can insert
or extract a copy – just slide it on or off the
sprung cord. The binders are robust and
attractively covered in a mulberry leather
effect finish with gold-lettered spines. 

Order online at www.painters-online.co.uk/store or call
+44(0)1580 763673 or send your name and address with a

cheque, made payable to TAPC Ltd, to Leisure Painter 
63-65 High Street, Tenterden, Kent TN30 6BD

Protect your copies of                             and
build up your own art study library at home

Prices (including VAT and p&p)

UK £7.95 or two for £15 
Europe £14  Rest of world £16

Only
£7.95
inc VAT & 

p&p

LP Binder ad 2_Layout 1  19/09/2018  10:45  Page 1
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Holidays & Courses

THE SKY’S 
THE LIMIT

WHEN IT COMES TO ADVERTISING 

WITH LEISURE PAINTER 

Call Anna-Marie to discover the 

opportunities available to you.

T: 01778 392048  

E: annamarieb@warnersgroup.co.uk

Art breaks in Exmoor
www.shorlandoldfarm.co.uk

Call Sandy on 01598 763505

Email: enquiries@shorlandoldfarm.co.uk

Beautiful location

Good food

Friendly atmosphere

Courses for all abilities

Non-painting partners welcome

Ready-made groups also welcome

Call Sandy on 01598 763505

Email: enquiries@shorlandoldfaff rm.co.uk

Algarve • Morocco

Sicily • Devon

Scotland

LEARN AT HOME

Watercolour and drawing. 

Beginners/advanced correspondence 

courses. Easy, relaxed, thorough. 

Details: Jenny Trotman NDD. 

Tel: 01305 264568  

www.catswhiskersart.co.uk

Framing

 

 - Plain wood or painted 

Call 01427 787318 or visit 
www.ashcratframing.co.uk/store 

- Large, standard and bespoke sizes 
- Inlay frame specialist 

Ashcraft Framing 

 - Complete or self-assembly  

Exclusive - St Ives/Nicholson style 
frames available on-line 

Artists Frames 
 - Save money on framing  

Pain� ng Retreat
Chateâu de la Chesnaye

in the Loire Valley
Demonstra� ons and discussions on art by 

Jackson Wrede from Notre Dame University.
Private, luxurious en-suites. Wholesome French cuisine. 

Fabulous regional wines. Pain� ng materials included.

Sandra Kelly Williams
+353 86 045 5888

www.chesnaye.com   
info@chesnaye.com

Contact Vivien Hindle at Villa Isella 959 via Cadreglio, 22010
Carlazzo Como, Italy. Telephone 0044 (0) 7583 585 926;
www.italycomolakesartholiday.com

V
ivien Hindle has lived in Italy for the past 15 years.
Passionate about the area, she finds painting outdoors in
this spectacular area so invigorating that she wants others to

experience it too, offering en plein air sketching and watercolour
holidays in the beautiful Italian lakes. Guests stay in the Cherub
apartment in the historic Villa Isella – once home to Count
Borromeo. The villa dates back to the 1600s, set in the foothills of
the Southern Italian Alps between Lake Como and lake Lugano,
with a landscaped hillside park, swimming pool and chapel.
There are plenty of restaurants, shops, banks and amenities
within a gentle stroll and all the inspiration an artist could want
unfolding before them.

The holidays comprise a five-night stay with four days painting.
Guests are collected from the airport so there is no need to book
a car or taxi. In fact, all the transport is taken care of, with guests
taken to their painting destinations each day. These might
include ferryboat trips to Bellagio and Varenna or the beautiful
city of Como. As well as the stunning scenery and lakes Como,
Lugano and Piano, there are beautiful villas and gardens within
easy reach. Guests are invited to bring their own materials with
them, but portable folding chairs, A3 art boards and sun/rain
umbrellas are all provided. 

“I enjoy sketching and painting in this magical area of Italy,”
writes Vivien. “Why not join me!” 

Holidayof the month
ITALY COMO LAKES

Mennagio, Italian Lakes

t

Art Shops

Art Materials

Quality Handmade Artists’ Brushes

pegasusart.co.uk

PEGASUS ART
Finest Art Materials

since 2005

Shop online

www.pegasusart.co.uk

Art materials - Workshops -  Canvas Making

Free shipping over £50 

01453 886560

01255 820466
Email: allison@watershedstudio.co.uk

www.watershedstudio.co.uk
St Clere’s Hall Lane, St Osyth, 

Clacton on Sea, Essex, CO16 8RX

• Proven reputation for quality courses

• Warm welcome & home-cooked food

• Rural studio in its own grounds

• Excellent local accommodation 

• High profi le, popular tutors 

Sylvia Paul, Laura Reiter, 

Tim Fisher, Charles Evans and 

Trevor Osborne  and many more

Celebrating our 17th year

Watershed 
Studio
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WHAT TO READ THIS MONTH
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Books for Christmas
Oil pastels for beginners
Well-known to Leisure Painter

readers, Tim Fisher

demonstrates how to use oil

pastels in this Beginner’s

Guide to Painting with Oil

Pastels. The book includes a

history of oil pastels as well as

the materials and tools you

will need. Six full step-by-step

projects, covering a variety of

subjects show readers how to

create vibrant oil pastel

paintings, and demonstrate

how they can be used in conjunction with acrylic inks and

paints, as well as watercolours. 

Beginner’s Guide to painting with Oil Pastels by Tim Fisher. Search Press,

(p/b), £10.99.

In brief
Nautical paintings
A coffee table collection of

marine paintings by

Susanne Fournais Grube,

covering all aspects of

marine paintings, from

commissioned work, both

private and corporate, to

works painted purely for her

own pleasure. 

A Marine Artist’s Portfolio: The

Nautical Paintings of Susanne

Fournais by Susanne Fournais

Grube. Pen and Sword, (h/b), £25.

Visit www.painters-online.co.uk/store and click on

the link to books to buy the latest practical art books

available from LP’s online bookshop

Pastels for beginners
This is a new edition of Jenny Keal’s

guide to Painting with Pastels.

Opening with an introduction to the

materials you need, Jenny then

demonstrates a variety of

techniques and shows you how to

gather source material. Five step-

by-step projects follow, including

flowers, landscapes and coastal

scenes. These demonstrations aim

to build on skills learnt earlier in the book, as well as developing

new ideas, such as how to create atmosphere, improving

composition and colour. 

Start to Paint with Pastels by Jenny Keal.

Search Press, (s/b), £9.99.

Making & marketing
Required reading for anyone wishing

to turn their hobby into a business,

Fiona Pullen’s updated and revised

Making & Marketing a Successful Art

& Craft Business is a must. Fiona

explores every aspect of setting up a

creative business with advice on

identifying markets, setting the correct prices and goals, as well

as how to photograph your work to best advantage. There is also

plenty of useful information on branding, legal matters, online

selling, craft fairs, and featuring work in the media. Each section

is accompanied by practical activities to help you apply the

lessons to your own business. 

Making & Marketing a Successful Art & Craft Business by Fiona Pullen.

Search Press (s/b), £12.99.

Transport gallery
In his second book of

transport themes, Eric

Bottomly paints all four

regions of Britain’s railway,

predominantly from the

period 1948 to 1968. This

nostalgic journey is

beautifully illustrated and

accompanied by notes

from the artist. 

Eric Bottomley’s Transport

Gallery: A Journey Across the

Canvas by Eric Bottomley. 

Pen and Sword, (h/b), £30.

Books and paintings
Books do Furnish a

Painting explores how

artists from the past six

centuries across Europe

and the USA have

depicted books in their

paintings, and why.

Books Do Furnish a Painting

by Jamie Camplin and Maria

Ranauro. Thames & Hudson,

(h/b), £24.95.

Hokusai Manga
Recreating the bestselling book,

Hokusai Manga, published in 1814,

which can be seen as a forerunner

of today’s manga illustrations,

this three-volume package

comprises Edo Life (the life and

manners of the day), The Wonders

of  Nature, then myths and

fantastical creatures in Flights of

Fancy. 

Hokusai Manga. Thames & Hudson, 

three-volume paperbacks in slipcase, £25.
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Art clubs
OVER TO YOU FOR THE LATEST NEWS ON CLUB

EXHIBITIONS AND ACTIVITIES

CLUB EXHIBITIONS
n  Harrogate & Nidderdale Art Club
Autumn exhibition at Ripley Town Hall,
Ripley, near Harrogate HG3 3AX on 1 and 2
December, 10am to 5pm daily. Visit
www.handnart.co.uk

n  Salisbury Group of Artists
Annual winter exhibition at Salisbury
District Hospital, Odstock Road, Salisbury
SP2 8BJ until 4 January. Visit
www.salisburygroupofartists.co.uk

Demonstrations

Bedford Art Society
Artist, Penny German from

Northamptonshire will give a still life in

oils demonstration to the Bedford Art

Society on Friday 4 January Putnoe

Heights Church, Bedford MK41 8EB (7.15

for a 7.30pm start). Entry is free for

members; £5 for visitors. Contact Jean

Paterson on 01234 307210 or visit

www.bedsartsociety.co.uk for information.

Cheltenham Art Club
John Bailey will demonstrate how to

paint a winter scene in watercolour for

the Cheltenham Art Club on 12 January,

2.30 to 4.30pm. Demonstrations take

place at the Cheltenham Art Club Studio,

Townsend Street, Cheltenham GL51 9HA.

All welcome; 3£5 on the door to cover

costs. For more information visit

www.cheltenhamartclub.co.uk

Hipperholme and Lightcliffe 
Art Society 
The Hipperholme and Lightcliffe Art

Society have been delighted to welcome

Jeremy Taylor twice over the past months

to lead two watercolour workshops, the

first a step-by-step introduction to wet-

on- wet landscapes, and the second a

decorative wild flower demonstration

using masking fluid. Everyone present

produced a different, individual painting,

Everyone is welcome to these

demonstration workshops, which are

held on Tuesday evenings, 7.30 to

9.30pm at the Brighouse Rest Centre. 

The next will be a watercolour workshop

with Carrie McKenzie, which will take

place on 11 December. For more

information go to www.handlas.co.uk

Highlights
Gateshead Art Society
The Gateshead Art Society’s 70th

annual exhibition continues at the

Shipley Art Gallery, Prince Consort

Road, Gateshead until 23 December.

Formed in 1947, under the

presidency of the Shipley’s curator, 

G. Nevin Drinkwater, the society has

always been based at the gallery, with

members working there regularly.

This special 70th anniversary

Starting its life in Green Street, the

society moved to Springfield House in

1972, where its first exhibition was

opened by Baroness Evelyn Denington,

who gave her name to the galleries. The

anniversary exhibition will contain

paintings in all media as well as pottery

and sculpture made in the society’s own

pottery. This year, computer art and

photography will also be accepted.

Exhibition officer and long-standing

member, Peggy Alderson, explains:

“Computers and photography are now

part of the artists accepted practice so

50 years into the life of the society the

time is right to make a commitment in

that direction.” For more information on the

society visit www.stevenageartssociety.org.uk

John Fulthorpe Staithes, pastel, 12x16in.
(30.5x40.5cm)

t

Jane Braithwaite Albert Square, M2, oil on
board, 30x20in. (76x50cm)

t

Peggy Alderson Harvest Mouse, pen and ink,
4x6in. (10x15cm). Peggy is one of the original
members of the Stevenage Arts Society

t

exhibition will include paintings from

the Shipley collection created by

original members of the society in

the 1940s, including work by Marshal

Forster Atkinson, Eva Carter and

Annie Theodora Robertson. For details

visit www.gatesheadartsociety.org.uk

Saddleworth Group of Artists
The Saddleworth Group of Artists’

annual winter exhibition will be at

the Saddleworth Museum, High

Street, Uppermill OL3 6HS, from 1

December to early January. For details

visit www.saddleworthartists.co.uk or

telephone 01457 874093.

Stevenage Arts Society
This is a special year for the

Stevenage Arts Society as it celebrates

its 50th anniversary with an

exhibition at The Denington Galleries,

Springfield House, Stevenage Old

Town, until Saturday 8 December.
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Art club gallery
BEST IN SHOW PAINTINGS

If you would like to see your

art group’s winning paintings

reproduced here, encourage

visitors to your next

exhibition to vote for their

favourite work. At the end of

the show, simply send us the

details and we’ll do our best

to include all paintings

received. Full details are

given below right

Banff Art Club

Katie Thomson Between 

the Showers, pastel, 24x30in.

(61x76cm). Katie has been

painting for many years and

joined Banff Art Club 14 years

ago, working exclusively in

pastel. For more information

see Banff Art Club on

Facebook.

t

Market Harborough 

Art Club Lynda Talbott 

Silent Night, acrylic on canvas,

22x22in. (56x56cm). The

painting, Lynda says: “was

inspired by the light on the

snow in my back garden last

year. I used a limited palette

for the imaginary woodland, as

I wanted the light and snow to

be the main feature. The barn

owl was added to bring life to

the scene and, finally, the poor

little creature’s footprints – the

last trace of him as the owl

prepares to swoop!” The

Market Harborough Art Club

has been running since 1963.

Details of the club’s activities

can be found at www.market

harboroughartclub.co.uk

t
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How you can join in
To participate in our best in show feature, arrange for the voting to take place at your next

club exhibition, then send Leisure Painter a photograph, transparency or jpeg of the chosen

painting. We can only accept sharp, high-resolution (300dpi) images for reproduction

purposes. Attach details of the artist, title, medium and dimensions, along with details of the

club itself. LP also welcomes art exhibition listings, profiles, events, letters and news. Send to

Jane Stroud, 63/65 High Street, Tenterden, Kent TN30 6BD; or email jane@tapc.co.uk

Derriford Art Club Daphne Leeworthy

Black Tor Tree at Sunset, 153⁄4x113⁄4in.

(40x30cm). For more information email

the chairman, Barrie Lanyon at

barrielanyon@hotmail.com

t

Warwickshire Watercolourists Cliff Bennett Three Tall

Brothers, watercolour, 8x14in. (20x35.5cm). Cliff was awarded

best in show and was presented with the Andrew Boult Award,

given annually in memory of a former young member of the

group who died a few years ago. The Warwickshire

Watercolourists is a thriving group of 50 artists who meet weekly

in Balsall Common, near Solihull. No formal tuition is given,

although members help each other, but demonstrations,

workshops and outings are arranged occasionally. For more

information email Penny Madeley at

WarwickshireWatercolourists@gmail.com

t

Sherburn in Elmet Art Club
Jean Kipling and Wendy Jacklin won joint best in show at the recent Sherburn in

Elmet Art Club exhibition. Established in 1975, members meet every Tuesday (7 to

9.30pm) in Church Fenton Village Hall. For more information about club activities,

visit www.sherburninelmet.co.uk

Wendy Jacklin York & Ainsty South Old

English, watercolour, 12x16in. (30.5x40.5cm)

tJean Kipling Ready When

You Are, needle felting,

14x11in. (35.5x28cm)

t

Boughton Art Group

Sue Hammerton Whitby Abbey,

oil, 20x16in. (51x40.5cm). Sue’s

usual medium is watercolour, 

but recently she has been

experimenting with oils. For

more information on the

Boughton Art Group, email

boughtonartgroup@outlook.com

t
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Alan studied fine art and graphic design at

Stafford College of Art, before pursuing a

career as a graphic artist within the

newspaper industry. Now retired, he’s able

to indulge his passion for painting,

preferring to work en plein air as much as

possible, using traditional oil paints on

canvas or board. His aim, he says, “is to

create an expressive and impressionistic

style of painting in my landscape,

seascape and architectural work. I’m

constantly experimenting with both

medium and style and keep most of my

Alan Bickley plans to use his small studio sketch, Yew Tree Farm, Sandon – Under

Snow as part of a series of paintings featuring local landsmarks. Here he explains

the inspiration behind his painting and the way he likes to experiment constantly

with medium and style even when the subject is a familiar one. If you would like to

see more of Alan’s work, post a comment or upload your own images to our free

online gallery, visit www.painters-online.co.uk

Online gallery
WWW.PAINTERS-ONLINE.CO.UK

Jane Stroud’s selection of works from our PaintersOnline gallery

Alan Bickley Yew Tree Farm, Sandon –
Under Snow, mixed media, 61⁄4x91⁄2in. (16x24cm)

t

work figurative rather than abstract. 

“Yew Tree Farm is an attractive local

scene that I’ve painted en plein air in both

oils and acrylics on many occasions, and

in all seasons, including heavy snow as

can be seen here. This is a small studio

sketch that I drew out using references

from previous work, keeping it as accurate

as possible. I’ve used a variety of media

here – Indian ink for the main structure,

acrylic ink and watercolour for the

washes, and white gouache for the

highlights. Working on Strathmore 

grey-tinted paper allowed me to indulge

in some gorgeous white snow highlights. I

much prefer the tracery of bare trees to

those in full leaf. It’s one reason I paint so

many winter scenes. Winter is the most

inspiring season for me as it affords me

the benefit of seeing through the

landscape and beyond.”

Alan has won numerous prizes from

both The Artist and Leisure Painter

magazines. His work-in-progress methods

are also regularly featured on the

PaintersOnline e-newletter. His next

feature for the newsletter will appear in

February 2019. To register for our 

e-newsletter, go to www.painters-

online/art-community
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▼

www.painters-online.co.uk

PAINTERSONLINE
The online home of Leisure Painter

Peregrine falcon
by Robert E Fuller 

▼

Dormouse using ferns
by Helen Ahpornsiri

▼

Red squirrel in watercolour 
by Andrew Saunders

▼

This month: British wildlife

Find our friendly community of artists on PaintersOnline for more
videos, a free gallery, forums, blogs, hints & tips and much more!

▼

Here are links to some of the
best practical art videos online,
recommended by our website
editor, Dawn Farley 

Visit https://painte.rs/2ET0Mwu

Fallow deer in watercolour 
by Paul Hopkinson

▼

▼

▼

A subscription to The Artist is the

perfect gift for you if you wish to take

your art to the next level. Since 1931

The Artist has been created by artists,

for artists. Published every four weeks,

each issue is packed with new ideas,

expert advice and insight into the

work of professional artists, covering

all subject matter and media, to

inspire, inform and guide your

technical and creative development.

42

www.painters-online.co.uk

January 2019
artist

��STAGE SIX
I warmed up the shadows with Caran d’Ache
Pablo vermilion, working very lightly andspreading it thinly with Powder Blender using

various sponges

��FINISHED PAINTINGThe Thinker, coloured pencils, 20�16in(51�40.5cm).
I developed the face using the followingpencils: Faber-Castell Polychromos white,cadmium yellow, raw umber, fuchsia, rosecarmine, magenta, caput mortuum violet,cobalt turquoise, dark indigo, burnt umber,

black. Caran d’Ache Pablo fast orange, salmon
pink, granite rose, vermilion, flame red,purplish red. Caran d’Ache Luminance burnt

ochre 50 per cent, burnt sienna, raw sienna,
crimson alizarin, light cobalt blue, turquoise
blue, white, black.
I completed work on this project with themixture of Touch-Up Texture and TitaniumWhite in the brightest highlights and thensecured the entire rendering with a few layers

of ACP Final fixative

��STAGE FIVE
Here I worked on the veiling (or dead layer)
with Faber-Castell Polychromos white in the
mid-values and with the addition of Coloured
Pencil Titanium White to the lightest values.
This allowed me to indicate the lit areas and
to elevate the protruding elements of theface, hand, shoulders and the hair curls. This

stage will also help to make the coloursapplied over white underpainting lookbrighter and more intense. The rest of thesubject’s underpainting will make thesubsequent coloured pencil layers lookdarker and duller, visually pushing them back
into the depth of the background. I secured
this application with ACP Textured Fixative as
well and let it dry completely beforeproceeding further

Coloured Pencil Titanium White, Powder Blender,
Textured Fixative, Touch-Up Fixative and FinalFixative are available from Jackson’s Art Supplies. 
www.jacksonsart.com

Watch Alyona render a nose using colouredpencils in this video:
https://painte.rs/2Od61GR  

DEMONSTRAT IONC O N T I N U E D

Alyona Nickelsen explains how you can adapt painting 
methods and techniques for coloured pencil work whilst continuing to 

enjoy the amazing benefits of this dry medium

Coloured pencil
techniques

A
s a painter at heart and a

natural control freak I want to

enjoy the spontaneity, fast

application and the ability to

develop values from dark to light and

vice versa that is offered by paints. At

the same time, I do not want to give up

the precision, control and absence of

extended drying times that are the

hallmarks of coloured pencil.

Coloured pencil artists accept the

medium is slow and tedious, they

preserve the white of the paper for the

brightest highlights; they gradually

darken values to develop shape; and

are aware that the number of layers is

limited by the properties of the

working surface, etc – none of which

suited me well, so I began looking

outside the box to remedy the

situation. 

Fast background rendering 
First, I changed my support from a

traditional cotton-based paper to a

sanded paper because it can withstand

Alyona Nickelsen
is a contributing writer for Colored

Pencil Magazine and the author of

Colored Pencil Painting Bible and Colored

Pencil Painting Portraits: Master a

Revolutionary Method for Rendering Depth

and Imitating Life. She has exhibited

widely and won many awards.

www.brushandpencil.com

��STAGE ONE
After transferring the outline onto sanded paper

and protecting the foreground with masking

film, I quickly covered the entire background

with Faber-Castell Polychromos light ochre. I

applied it with a very light pressure shaving off

pigmented particles from the pencil core against

the surface grit and allowing them to fill the

crevasses of the surface. I used only three

quarters of a single pencil to cover this large

area. 

Since Polychromos pencils are less waxy, they

blend easily with Powder Blender using a large

rounded sponge. In just a few minutes this

generated very even and seamless coverage of

the huge background. After I was happy with

this layer, I secured it with a couple of coats of

ACP Textured Fixative allowing each one to dry

completely

��STAGE TWO
I followed that with a layer of Faber-Castell

Polychromos burnt umber applied in the same

manner. This time, I only used about a half of a

single pencil, which would be unheard of for

such a large background working on a

traditional cotton-based paper and constantly

sharpening the pencil point. I also blended this

layer with Powder Blender quickly and

effectively securing it at the end with a few

coats of ACP Textured Fixative

��FINISHED PAINTING
Sunset Roses, coloured pencil, 27�31in

(681⁄2�781⁄2cm).

I then darkened the values of the background

with Faber-Castell Polychromos dark indigo,

burnt umber and Caran d’Ache Pablo black,

worked from the farthest areas of the

background toward the viewer and developed

the main subject of the composition 

DEMONSTRATION
Sunset Roses

20

began to emerge in the changing

balance of natural and artificial light. In

this situation I knew that, however short

a time I took, it would be a process of

constant revision right from the start.

This urgency gets me out of feeling any

sort of blank-canvas fright – I’ve just got

to go for it. I quickly mixed puddles of

colour on the palette; as marks started

to go down I was working out enough

drawing to see how the subject would

sit on the board and placing broad

blocks of colour. Finish was never going

to be an issue here; what I wanted was

a record of how the square looked in a

particular five or ten minutes as the

light changed. A white building with a

little bell tower was right in front of me

and, as I started to paint, its walls were

decidedly darker than the sky beyond.

www.painters-online.co.ukJanuary 2019artist

Richard Pikesley explains why the constraints 
of time, changing light and limited painting gear can be a 

liberation when working in front of the subject

On the spot

F
or me, the best part of painting

has always been working in front

of the subject. In a curious way

it’s a situation that forces

decisions – in both senses I am on the

spot. One particular painting

demonstration has stuck in my mind.

Last year, whilst taking a The Artist

holiday in Puglia with Spencer Scott

Travel, I’d been talking to my fellow

painters about my delight in painting

as the light moved from afternoon sun

to electric light and dark sky. An

informal demonstration followed as we

walked into the town after dinner. 

Summer evening ambience
The view was a long diagonal across the

little square and, as the daylight faded,

the feeling of a warm summer evening

��La Passeggiata, study, oil on board,

7�10in (18�25.5cm).

This was painted very fast as a

demonstration, in rapidly changing light. I try

to relax my gaze to take in the whole subject

in one eyeful, which makes it easier to

register the tonal structure

Within just a few minutes this tonality

had reversed with the darkening sky,

but the walls themselves were now far

from white as the electric lights were

giving me the lightest tones (above). I’d

pre-prepared my board with a layer of

primed muslin to give a bit of tooth

and a wash of an umber and white mix

to give a mid-toned ground. This meant

I could wipe paint off the board, leaving

enough of the drawing showing in the

30

D EMONSTRAT ION  CONT INUED
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��STAGE SEVEN
The sepals and stems were strengthened and general adjustments

made by checking, at arm’s length, the relative lights and darks of

each part of the flower

��STAGE SIX
Drier detail and veining were added and adjusted, using small amounts

of paint on the tip of a damp brush. For this I picked up the drying edges

of previously mixed paint found on my plate. I could have swapped to a

smaller brush for this, but was so absorbed in the process that I forgot. As

long as I have a decent size, quality brush with a good point I can use it

for every stage of painting

��STAGE FIVE
When happy with the general form of the flower I focused on deepening

the colour in each area using damp washes and drier brushstrokes

(without wetting the paper first). From my chosen view most of the

petals are seen from the underside, but I noticed that where any upper

surface was on show the colour tended towards a richer magenta. In

every case, each shape was compared with its neighbour to check for the

correct relative colour and tonal value

��STAGE FOUR
Further layers of wet-in-wet were applied to strengthen the colour

and express the form on each section of the flower THE PRACTICAL MAGAZINE FOR ARTISTS BY ARTISTS – SINCE 1931

www.painters-online.co.uk JANUARY 2019 £4.50
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80 PAGES • WATERCOLOURS • ACRYLICS • OILS • COLOURED PENCILS & MORE!

PLUS

ACRYLICS

How to paint your first
realist still life

NEW SERIES

Learn how to depict
animals with confidence

COLOURED PENCILS

Develop your techniques &
achieve striking results

��DDaavviidd RReemmffrryy MMBBEE,, RRAA discusses 
his large-scale watercolours

��Tips from RRiicchhaarrdd PPiikkeesslleeyy on
working on the spot

��Colour-mixing ideas for achieving
distance in your landscapes

��Advice on painting successfully 
from photographs

Paint portraits in
watercolour
with Jake Winkle

Your 2019 Open
Competitions

Guide

PLUS

PLUS

For the full range of o�ers go to www.painters-online.co.uk/store and

enter code XMAS2018 or call 01580 763315 and quote code XMAS2018

What would you really 
like for Christmas?

Subscriptions start
from only £29.99



Book online at wattsgallery.org.uk 

Guildford, Surrey GU3 1DQ

Christina Rossetti: Vision & Verse
13 November 2018 - 17 March 2019
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