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There really is nothing quite 
as exciting as opening the 
lid of a new wooden box to 

reveal the resonating beautiful 
colours of pastels, they almost 
whisper “potential”. Artists 
love pastels because of their 
extraordinary colour range and for 
their immediacy and ease of use.

Pastels are made of pure dry 
pigment suspended in a binder  
(gum arabic, tragacanth, or methyl 
cellulose) and moulded into sticks. 
The softness and dryness of pastel 
colours allows the artist to control 
the colour applied to paper using 
blending or scuffing techniques. 
Pastels have a very high degree of 
permanence, but it is important that 
they may be “fixed” with an archival 
fixative spray to prevent the powder 
rubbing off. Gian Paolo Lomazzo 
wrote in 1584 that Leonado Da 
Vinci invented the pastel drawing 
technique. We cannot be sure of  
this, but it is possible to see when 
looking at Da Vinci’s use of ink 
washes and red and black chalk  
(for example, in the Deluge Drawings)
that this was a medium which he 
developed and loved. He preferred  
to use chalk from the 1490’s in  
order to create a grater sense of 
depth and a three dimensional look  
to his larger drawings. The only  
known example to have survived of  
Da Vinci’s pastel work in its pure form 
is the Portrait of Isabelle d’Este(1499).

In the early 1700’s, Venetian 
artist Rosalba Carriera began to 
work in pastels, and produced 
masterpieces which bought 
her much fame and recognition 
amongst the nobility of Europe. 

by M.A Hunt

A History of Pastels

Portrait of Isabelle d’Este (1499)  
– Leonardo Da Vinci
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Degas used pastels from his early 
academic career and through to his 
later studies, in which he developed 
a freer method. Degas was attracted 
to the immediate nature of pastels. 
This attracted Degas because he 
wished to convey the movement 
of his subjects, such as dancers 
or horses. Although there were 
a number of earlier 18th century 
pastelists, such as Quentin La Tour 
(who became the portraitist to the 
King in 1750 and remained so until 
1773), none were as daring in their 
use of the medium as Degas.

Another extraordinary artist, 
Odelion Redon, used pastel to 
create what is known as Symbolist 
Mysticism. His mastery of pastel 
technique is shown in such works 
as A portrait of Violette Heymann 
(1910) which is now in the collection 
of the Cleveland Museum of Art. 

These days there are many 
wonderful pastels to choose from. 
Variation in the density, or hardness, 
of the pastel will create different 
effects. They are also graded into 
hues, from darkest to lightest, and it 
is possible to buy the entire range for 
one colour which is impossible to do 
in other mediums such as oil paint.

Hard pastels, which contain 
more gum binder, are used for the 
darker pigments, in general. These 
kinds of pastels are wonderful 
for detailing or outlining, or even 
defining a composition before 
beginning a painting. Sometimes 
these harder pastels are encased 
in wood for extra support,and are 
known as “ pastel pencils”.

Soft pastels are very delicate 
because they contain less binder. 

They can be used to give a 
powdery, soft effect.They may be 
mixed with clay or gypsum for light 
pigments, or a darker filler such 
as charcoal for darker colours. 

Oil pastels are well known, and 
often used by children to create 
wonderful colourful work. Their 
colours are strong and luminous 
like oil paints. This is a result of the 
pigment being combined with an 
oil binder. Of course, artists use 
them too, and often combine the 
use of oil pastel with other media.

When working with pastels, it is 
very important to choose the right 
paper. Pastels need to be gripped 
to the surface by the “tooth” of the 
paper. The paper “tooth” refers to 

“Pastels have a 
very high degree of 
permanence, but 
it is important that 
they may be “fixed” 
with an archival 
fixative spray to 
prevent the powder 
rubbing off.”
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the fibres which cause the paper 
surface to be uneven and rough. 
These fibres grab onto the pastel as 
it runs across the surface and hold 
the colour. Very smooth paper will 
not hold the pigment, and a slight 
roughness is needed for the best 
results. Special papers designed 
especially for use with pastels are 
available at art supply stores. Some 
of these papers are made with a 
traditional mould, and it is possible 
to see the lines of the wire mould, 
called “laid lines”, within the paper. 

Pastel paper comes in the most 
exquisite array of colours. This is a 
wonderful advantage to the artist 
wishing to create a still life or portrait 
in pastel because it is possible to 
choose a paper to match the colour 
of the background or the mid-tone 
of the intended image. My personal 
favourite pastel paper is Hanemühle 
Velour 260gsm, which comes in 
a wonderful range of colours, 
including grey and dark grey, 
green, sand, orange and black. 
Another pastel paper is the Canson 

“Degas used pastels 
from his early 

academic career 
and through to his 

later studies, in 
which he developed 

a freer method.”

Singer ( 1884)
– Edgar Degas 
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version called Mi-Teinies which 
comes in a nice range of colours. 

Once you have complete your 
pastel work, it is very important to fix 
the picture correctly. Spray on fixatives 
are available in art supply shops. Its 
important to be aware that some of 
that wonderful powdery surface will 
be lost once the image is fixed. There 
really is nothing to be done about this. 
Do not use hairspray or other cheap 
alternatives to an archival fixative 
because it will yellow the paper. 

One alternative to spraying is to place 
a sheet of cellophane over the picture 
and gently press the pastel pigment 
into the paper. Some artists choose 
not to fix their work, but the pigment 
will eventually come away,and I have 
seen some framed pictures in which 
some of the pigment is sitting as a 
light dust on the inside of the glass. 

A contemporary method of ensuring 
the pastel is fixed is to use Art 
Spectrum Colourfix Papers. These 
papers are 300 gsm and are acid 
free, hot-press water colour paper, 
which has been screen printed with 
the Art Spectrum Colourfix Primer. 
The surface of this paper holds the 
pastel pigment without the need for 
fixative. Unlike the aforementioned 
mould made papers, the surface of 
these papers are very flat. Personally 
I’m a little old fashioned and love the 
“laid lines” of the mould made paper 
and where possible a “deckle edge” 
indicating the paper has been hand 
made. This aesthetic decision is very 
personal and varies according to the 
kind of work an artist is producing. �

Special thanks to  
Bondi Road Art Supplies.
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Ok, in the last article we got 
through three of the main 
hand tools necessary to 

draw in freehand. To re-cap these 
are: Staedtler Mars Lumograph 
2B drafting pencils, a stock of 
vinyl erasers cut into strips and 
wrapped in paper, and a surgically 
clean, sharp knife to not only 
slice up your rubbers into strips 
initially but to trim the end of the 
rubber every time a completely 
clean eraser is called for during 
the course of a drawing (a lot).

Sharpening gear
You’ll also need a good quality pencil 
sharpener for general use as well as 
a very sharp knife of some kind (old 
wooden handled kitchen knives with 
the blade cut off short are great as 
the handle feels good in your hand 
and the blade is solid instead of rattly 
like in most plastic handled craft type 
knives) to sharpen your pencils with 
when a needle point is required for 
fine detail. While we’re on the subject 
of needle-sharp pencils you’ll also 
need what I call a scratch board 
which is just a board with sandpaper 
on it to give your sharpened pencil 
a final touch up to get it as sharp as 
possible. I use 3mm masonite for this 
290mm x 75mm to suit a quarter of 
a sheet of  wet and dry sandpaper 
(around 240 to 400 grit is best). Just 
hold the ends of the paper down with 
four 15mm bulldog clips (fig. 1). The 
sandpaper itself will last quite a long 

Materials and 
Equipment – Part 2

By Brett A. Jones
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time and put up with a lot of use as
graphite is very soft and non abrasive.
Once you think the sandpaper isn’t
sharpening your pencil anymore just
take the scratch board outside and
tap it on something and a lot of the
graphite dust will fall away. To get your
pencil to its sharpest possible state
use your very sharp pencil sharpening
knife to whittle it into a long tapered
point and then gently stroke the tip
along the scratchboard while also
turning the pencil. The final step is
to wipe it gently on your pants (or a
rag if you don’t want black streaks
on your duds) to remove the dust
and tiny fragments of graphite which
always cling to the pencil tip. The
last thing you want on your drawing

is unwanted bits of loose graphite
and this last step also gives it a final
sharpen, the same as wiping a knife
on a knife steel after sharpening it on
a stone to take the feathered edge off.

The last hand tool required is a
small knife with a pointy end or a
scalpel for picking small debris, bits
of dead skin, and rubber dust off
the paper surface that won’t shift
by just blowing on them alone (fig.
2). You don’t really pick the bits up
with the blade, just move them a
tiny bit and then blow them away
as sometimes small fragments of
rubber dust and other miscellaneous
debris become entangled in the
actual paper fibres. Never brush
at the paper with your hand or

Fig 1: Indispensible tool 
for when you need your 
pencil needle sharp

Fig 2: Good 
‘housekeeping’ blades 
for moving debris stuck 
on paper surface prior 
to blowing away

Fig 1.

Fig 2
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fingers as sometimes it turns out 
to be some kind of very small bug 
invariably full of bug juice which will 
destroy a lot of work in an instant 
if spread across a white area of 
paper in a moment of carelessness.

Work Area
If at all possible, convert a part of 
your dwelling into your drawing 
studio (fig. 3), there’s not much more 
annoying than having to set up and 
pack up every time you want to have 
a session at the drawing board. You’ll 
need a flat area to work on (small 

kitchen table sized is enough) and a 
chair comfortable enough to sit on 
for extended periods with a relative 
approximate working height between 
seat and tabletop so you can rest 
your elbows on the edges of your 
drawing board. Some people like 
to draw on an easel or have their 
drawing board on an angle but for 
me personally there is no way I could 
draw on anything other than a dead 
level surface. This is a pretty personal 
preference however and you should 
experiment with your own area to 
find out whether flat, angled, or easel 
suits you best. I draw on a wooden 
drawing board about an inch (25mm) 
thick which lifts your drawing surface 
up away from the table surface so it 
is kept clear of everything except the 
layout board with the sheet of paper I 
am drawing on taped to it. This allows 
the layout board to be moved around 
and picked up easily for inspection 
from different angles and means all 
the odds and ends and rubber dust, 
graphite dust, etc, etc has got another 
surface (the table itself) to be blown 
and brushed down onto away from 
the working surface. I keep the scratch 
board and pencil sharpening knife 
on the table to the left of the drawing 
board (being left handed) and my 
stock of paper wrapped vinyl erasers 
and rubber trimming knife to the right 
of the drawing board to minimize the 
risk of graphite dust contaminating 
the clean rubbers. After some serious 
drawing there always ends up being 
a pile of graphite dust and pencil 
shavings on the left and a pile of little 
bits of eraser I have trimmed off on 
the right of the drawing board, every 
now and then I clean house and start 
all over again. The back of the table 
behind the drawing board is where the 
A4 reference photo I am drawing off 
is bulldog clipped to my photo board 
which is made from 3mm masonite 
cut slightly bigger than the A4 photo 
paper (A4 is the best size as you can 
print them off your computer from 
compositional photos you take yourself 
and glossy photo paper is by far your 
best choice to print on as it will show a 

Fig 3. My own 
“graphite studio”

Fig 4. Cost effective 
light shroud

Fig 3
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lot finer detail than plain paper) and is 
propped up against something heavy 
enough not to be pushed over, in my 
case an old motorbike barrel. A bottle, 
a brick, or a lump of wood would serve 
just as well). The photo board must 
be on a slight angle (not straight up 
and down) as the centre of the photo 
has to be at right angles to your eye 
line when sitting comfortably at your 
drawing board to be able to make the 
proportional judgements necessary to 
draw freehand. A foot long (300mm) 
piece of ¼”(6mm) flat steel or similar 
can come in handy to lay along the 
bottom of the photo board to help 
stop the board sliding any further once 
you have set the appropriate angle. 
The layout board that the actual paper 
you are drawing on is taped to can 
be made from 5.5mm white-sided 
masonite and should be slightly larger 
than the drawing paper. 600mm x 
400mm is a good size to start with 
as this is serendipitously slightly 
larger than half a sheet of hot-press 
watercolour paper (my favourite). Don’t 
try to make your layout boards out of 
anything thinner than 5.5mm masonite 
as it will warp and dish with changes in 
the humidity and won’t sit flat on your 
drawing board. MDF board is useless 
at any thickness and shouldn’t be 
used for anything except wheelie bin 
packing. 5.5mm white sided masonite 
is ideal, readily available, can be flexed 
back flat if slight bowing occurs during 
wild humidity fluctuations without 
snapping and the white painted side 
is a perfectly flat surface suitable to 
draw on and perfect for taping down 
the edges of drawing paper to (and 
removing again without damage).

Normal inch wide masking tape 
is ideal, it sticks very well to white-
sided masonite (won’t stick to MDF) 
and even though it’s acidic (as 
opposed to non-acidic framing tape 
which won’t stick as well) it doesn’t 
matter as it is only involved for the 
duration of your drawing project. 
Non-acidic (archival) materials 
are only important for paper and 
framing materials as they are what 
need to last for the long haul.

Lighting
As far as lighting is concerned a 
couple of windows letting natural light 
in from more than one angle is great 
but direct sunlight on the drawing 
board is not desirable at all, apart 
from drying the paper out with bad 
consequences it will also make the 
white paper surface far too bright to 
be able to see the drawing properly. 
Indirect light from the outside world 
is definitely preferable. You will need 
four electric light sources for dreary 
days (most days) and at night, desk 
lamps pointing at the drawing board 
from both top corners of the table 
and a light source shining down over 
each shoulder. You might have to tape 
a piece of cardboard to the front of 
the desk lamp shrouds to stop them 
annoying your peripheral vision and it 
is also a good idea to have the light 
fittings hanging over your shoulders 
surrounded by some kind of reflective 
shroud to make the most of the light 
they give off and send it forward onto 
the drawing board. I just hung the 
bulb holders in three litre milk bottles 
cut in half and painted white on the 
inside which reflects all the light from 
the bulb forwards in the direction you 
want it to go. Make sure the bulb 
doesn’t touch the plastic of the milk 
bottle as it will melt it and pong up the 
whole room. (fig. 4). You don’t have 
to spend a lot of money to create a 
very effective drawing studio. Four 
(at least) light sources means there 
is four very faint shadows coming off 
the end of your pencil point instead 
of one or two dark, distracting ones. 
New generation light bulbs mean 
multiple light sources can be run very 
economically. They come in several 
types (e.g. warm, cool, natural) so 
you can employ a mixture to get the 
best of all worlds. In the olden days 
of incandescent bulbs I used to use 
light bulbs which gave off yellowish 
(warm) light together with florescent 
tubes which gave off bluish (cool) 
light as they cancelled each other 
out to create a very close facsimile of 
natural light. It’s not quite as critical 
when you are working in monochrome 

Fig 4

“If at all possible, 
convert a part 
of your dwelling 
into your drawing 
studio, there’s 
not much more 
annoying than 
having to set 
up and pack up 
every time you 
want to have a 
session at the 
drawing board.”
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as it is in full colour mediums but still 
an aspect worthy of consideration.

Paper
Last but certainly not least is the 
paper you are actually rendering 
your freehand masterpieces upon. A 
supply of butchers paper is handy to 
have on hand to practise technique, 
loosen up before beginning each 
session, for rough sketches and 
studies, and for using as cover 
sheets when you have to leave the 
drawing for short or long periods but 
under no circumstances try to draw 
anything meaningful on this kind of 
stock, you will regret it. It is acidic 
and while it will last it will become 
more and more yellow over time and 
is very reactive to humidity as well. 
It’s also very flimsy (it’s just blank 
newspaper stock after all) so won’t 
take much in the way of repeated 
erasing before tearing. Having said 
all this it really is very handy to have 
around and is super cheap. Cartridge 
paper is O.K. for some things and 
a cheap way of starting out but if 
you want to do a serious drawing on 
cartridge and invest some time in it 
make sure it’s on at least 180gsm 
(grams per square metre) stuff. 
Cartridge paper is available in a wide 
range of thicknesses and qualities, 
the lower end of the scale isn’t 
much better than butchers paper but 
Canson make a very good one (220 
Drawing) that comes in pads of 30 
sheets that will soak up a surprising 
amount of erasing and reworking 
and works out to about a dollar a 
sheet so is very economical as well. 
Art Spectrum 210gsm Canaletto 
Aquaelle is a lovely and forgiving  
wood based paper with a subtle 
horizontal and vertical weave kind of 
texture which is not only forgiving but 
a pleasure to draw on with a useable 
tooth that you can hear in a quiet 
room. Waterford cold press 350gsm 
cold press watercolour paper is also 
a very high quality surface to get 

serious on with a nice, rough texture 
that can really add a great dimension 
to the right subject. My all time 
favourite though has to be Arches 
645gsm hot press watercolour paper. 
It is incredibly forgiving if you treat it 
with respect and so smooth it almost 
has no surface texture at all so is the 
perfect choice for very highly detailed 
work. Being cotton rag rather than 
wood fibre means it tends to suck 
the sharp point off your pencil a lot 
faster but this is more than offset 
by the beautiful soft luminosity it will 
bring to your graphite work. It has 
almost unbelievably high quality 
as well as excellent stability and 
archival properties. It’s about 20 
bucks a sheet but you usually cut it 
in half so ten bucks is nothing for a 
surface to put your masterpiece on.

Like every other aspect of freehand 
drawing, getting to know the various 
kinds of paper stock can only be done 
by putting the hours in and staying 
consciously aware of what you are 
doing and why. Be careful of no-name 
paper even if it looks fine at first 
inspection. There can be imperfectly 
milled chunks of material lurking just 
under the paper surface. Not so bad 
for watercolour paintings but fraught 
with peril for freehand graphite work 
where you tend to stress the paper 
surface with pencil points and sharp 
eraser edges working up a long 
term piece. It only takes one fleck 
of dark wood fibre too close to the 
surface in the wrong place to spoil 
a potential graphite masterpiece. 

 Have fun setting up your graphite 
studio; one of the beautiful aspects 
of this medium is its inexpensive 
start up and running costs. Now 
I’ve given you all my bohemian 
cost saving secrets you are 
ready to make your own personal 
working space to have your own 
freehand graphite trip within.              

A journey of a thousand miles 
starts with the first step so walk 
away and don’t look back. �

“Like every 
other aspect 
of freehand 

drawing, getting 
to know the 

various kinds of 
paper stock can 
only be done by 

putting the hours 
in and staying 

consciously 
aware of what 
you are doing 

and why.” 
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Contributed

Artists’ Brushes

A good brush – what makes you love it?
Have you ever stopped to 

consider how your favourite brush 
came to be in you hand?

The making of a brush is a skilled 
craft, even on a mass production level. 
An expert brush maker rarely trims the 
pointed ends of the brushes, but will 
comb and arrange the hairs by hand and 
adjust them within the ferrule (the metal 
grip) to give just the right shape, even 
utilising the natural curve of some bristles 
so that they form a gentle inwards curve 
called an ‘interlocking bristle’. Everything 
else also comes into play – the quality 
of the Gum Arabic (the glue) that holds 
the hairs together, the brush handle 
(the wood type, the handle shape and 
length and the lacquer) all contribute 
to the way the brush feels in your hand 
and how it performs when being used.

Everything has to be considered to 
make you, the artist, feel completely 
comfortable and one hundred per cent 
in control when you pick up your brush.

This does not mean that one good 
brush can rule the world because 
each brush needs to be tailored to its 
purpose: Watercolours, oils, acrylics, 
craft. This consideration makes the 
brush more unique and also ultimately 
makes you love it more, because it 
can do exactly what it bought it to do!

Roymac has been making brushes 
in this way since 1960 … and Roymac 
does it well because Roymac brushes 
are created by artists for artists.

Roymac’s Revolution brushes are 
made for lovers of innovation. Roymac 
has discovered a way to make a 
brush that performs almost a well 

as sable without the price tag. The 
taklon is made with revolutionary new 
technology that creates microscopic 
pock-marks on the surface of the 
fibre, replicating the scaling of natural 
hair. This allows for better material 
holding capacity and smooth, even 
release; stiffer filaments for sharper 
points and edges; and better fibre 
elasticity for superior spring and 
recovery. The nickel-plated ferrule 
resists corrosion from paint and water.

Roymac’s Revolution brushes are 
available in seven brush types for all 
watercolour and most craft applications.

A brush is as much about the fibres 
as it is about the handle. What’s the 
use having a brush made from the 
perfect sable hair if a well-balanced 
and comfortable handle does not 
complement it? Roymac Purity 
provides superb moisture holding 
capacity due to the unequalled natural 
scaling of pure Kolinsky sable hair, 
and the handle has been exclusively 
designed to give you ultimate balance 
and control. Ideal for watercolourists: 
Purity creates pure pleasure.

Whether you are an aspiring new 
beginner, a student or an expert 
in the field, Roymac has a brush 
to suit every artist’s needs.

Next time you pick up your favourite 
brush, ask yourself why you love it. 
Is it because of the way the handle 
balances in your hand? The way 
the paint holds in the brush? The 
way it creates the perfect stroke?

Maybe you’ve never loved a 
brush. If that is the case, you’ve 
probably never tried Roymac.

The application of paint onto substrates is one of the most basic 
processes in making art … and there are countless ways of doing 

it. Take a look at what some of Australia’s most prominent art 
suppliers have to offer from their ranges of painting tools.

THE LOVE OF A GOOD BRUSH

Telephone 1800 628 878  
for stockists.

Micador Group. 
Causing Creativity – For Life.
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Australian owned, designed and
made … Matisse Derivan Painting
Knives have been developed
in collaboration with Australian
plastics design experts and
professional artists, for artists of
all grades and painting styles.

Constructed using the latest
proven plastic technologies, Matisse
painting knives have unsurpassed
spring and response when handling
thick heavy bodied paints (such as
Matisse Structure Formula Acrylics
and MM2 Impasto Medium).

Matisse Derivan Painting
Knives have all the benefits of
traditional metal knives – however
they clean up more easily, the
handles will not separate from the
blades, and they do not rust!

For more information contact
David McLachlan by telephone
on 02 9736 2022 or via email:

NEW AND USEFUL ARTISTS’ 
ACCESSORIES FROM MATISSE

Every great idea begins with the first 
brush stroke. At Eckersley’s, you 
will find all types of paint brushes to 
suit the different types of paintings 
you are working on – whether in 
oils, acrylics or watercolours.

With 24 retail stores across 
the country (including the recent 
acquisition of six art stores in the 
ACT), Eckersley’s stocks a great 
range of paint brushes including 
flat brushes, bright brushes, round 
brushes, filbert brushes and fan 
brushes. They carry a wide range of 
brands, including Roymac, Jasart 
and Winsor & Newton; as well as 
their own Eckersley’s brand.

Flat brushes are versatile, general 
purpose brushes. They are available 
in natural bristle or synthetic fibres. 
Flat brushes are perfect for laying 
on oil and acrylic colour. If you want 
brushes to apply thick layers of paint, 
then bright brushes are what you 
need. They have sharp cornered, 
short length hairs for applying 
bold strokes on your artwork.

Round brushes are useful for detail 
work and small washes, as the brush 
heads have pencil-like points that 
allow for thin lines and precision. They 
come in soft hair, either natural or 
synthetic; or a blend of both together.

Filbert brushes with their oval 
shape are ideal for soft edging 
effects and colour blending. They 
also make ideal sketching brushes. 
They are usually made of hog 
bristle or a synthetic mix, and 
are slightly shaped at the tip to 
produce smooth, rounded strokes.

For feathering wet paint and 
blending colours together, fan 
brushes are your best tools. They 
can be used for creating softening 
effects over paintings, or reflection 
brush strokes in water scenes.

To see the full range of brushes offered 
by Eckersley’s, visit your nearest 
Eckersley’s store.  
For store details, telephone  
1300 657 766 or visit  
www.eckersleys.com.au

CREATIVE TOOLS FOR YOUR MASTERPIECE AT ECKERSLEY’S 

sales@matisse.com.au
Matisse Derivan – 
Pure Brilliance, Pure Quality.
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There is one main benchmark for 
brushes that are used with thick 
or viscous colour: The thicker the 
colour, the stiffer the brush needs 
to be. A heavy paint like oil requires 
a brush with enough resilience to 
manipulate the colour with complete 
control; for example, hog hair.

However, a colour that has 
been thinned will need softer 
tuft (soft hair or filament) and a 
colour that has been thinned to a 
fluid consistency needs a brush 
with flow control (synthetic or 
natural hair such as sable).
Brush characteristics to consider are:

bristle capable of moving 
heavy-bodied colour over the 
surface with authority?

or hair allow for subtlety in 
blending? Does it give fine 
control when creating detail?
Oil colour brushes are generally 

made from different types of hair 
– hog, sable and synthetic hair.

Properly dressed, the finest quality 
hog brushes offer superior firmness 
and flagged ends for control and 
blending. Hog bristle is good for use 
with thick colour. The hair is extremely 
resilient and the most important 
characteristic is that it is ‘flagged’ 
or split at the end. These flags carry 
more colour on the brush and apply 
it evenly on the surface. The very 
best hog brushes have over 80 per 
cent flagged hairs. Winsor & Newton 
offers a great selection of hog hair 
brushes (Artists’ Hog and Winton); 
and synthetic brushes (Artisan, which 
resembles the properties of hog).

The second choice for oil colour 
painters is a sable brush – used 
when the painter needs more control 
of colour when it has been thinned 
down with solvents. The high quality 
hair gives the brush excellent shape 
retention and allows the artist to 
paint intricate detail. This makes 
it the ideal complement to a hog 
brush in an oil painter’s studio.

High quality synthetic fibres are 

especially good if brushes come into 
contact with water … as with Winsor 
& Newton Artisan Water Mixable Oil 
Colours (where the brushes can be 
cleaned with water) it is important 
that the brushes remain strong and 
durable and appropriate for painting 
with thick bodied colour straight from 
the tube. However, sometimes when 
oil colour has been thinned, it is 
necessary to have a softer tuft – this is 
where synthetic fibres also work well.

Winsor & Newton Winton Hog 
brushes have been developed for 
use with Winton Oil Colour and can 
also be used with all other oils, alkyds 
and acrylic colours. Utilising the skills 
and knowledge of over 150 years of 
brush making, the Winton Hog brush 
range offers excellent quality at an 
affordable price. Winton brushes are 
made from good quality Chinese 
hog bristles and are hand-set into 
seamless corrosion-resistant ferrules. 
The natural curve of the hog bristle 
produces a resilient brush which 
retains its ‘turned in’ shape even 
after heavy use, allowing the artist 
more control and accuracy, whether 
painting with oils, alkyds or acrylics. 
The solid wood handles have a 
green stained finish with five coats of 
lacquer providing protection, along 
with a smooth finish for ease of use.

Winsor & Newton Artisan brushes 
for oil and acrylic colour have 
been specifically designed to have 
the performance characteristics 
of hog bristle yet maintain their 
spring and shape when in contact 
with water, particularly during 
long painting sessions with water 
mixable oil colours. Developed 
with a unique blend of high quality 
synthetic fibres, the brushes are 
strong and durable and are perfect 
for working with thick, full bodied 
colour straight from the tube.

Natural hog bristle is not ideally 
suited for water mixable oil colour 
because when soaked in water, the 
bristle loses shape and its spring 
becomes weak. As a result, controlling 
the paint becomes more difficult. 

CHOOSING THE RIGHT BRUSH IS IMPORTANT

Artisan brushes

Winton brushes
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On the other hand, synthetic brush 
ranges are not ideally suited for use 
with oil colour – this is because they 
are generally developed for acrylics 
and the blend of filament can be too 
soft and too flexible for use with full 
bodied colour straight from the tube. 
This is why Winsor & Newton Artisan 
brushes provide the perfect balance 
for this special type of oil colour. They 
are able to maintain strength, a fine 
point, excellent spring and durability; 
for use after use with water. Best of 
all, Artisan brushes (with Artisan water 
mixable oil colour) can be cleaned with 
soap and water only – no solvents are 
required. The brushes are available in 
a variety of brush heads and handles 
for different styles and techniques.

Acrylic colours can be used in 
viscous form or in a thinned down 
form, similar to (though not exactly 
comparable to) watercolours. The 
brush you select will depend on the 
style and technique you use and 
whether you need to move full bodied 
colour or control flowing colour. There 
is one main benchmark for brushes 
that are used with thick or viscous 
colour: The thicker the colour, the 
stiffer the brush needs to be. A heavier 
paint like acrylic requires a brush 
with enough resilience to manipulate 
the colour with complete control. 
However, a colour that has been 
thinned will need a softer tuft (soft 
hair or filament) and a colour that has 
been thinned to a fluid consistency 
then needs a brush with flow control 
(synthetic or natural hair brush).
Brush characteristics to consider:

bristle capable of moving 
heavy bodied colour over the 
surface with authority?

or hair allow for subtlety in 
blending? Does it give fine 
control when creating detail?

undamaged by prolonged use 
with water or acrylic resins?
In past decades, synthetics have 

proven superior in making brushes 

for acrylic colours. With proper 
manufacturing techniques, they offer 
good flow control and a well-defined 
tip or edge for detail and blending 
work. They are also resistant to 
damage from acrylic resin and won’t 
soften in water. However, it is also 
common for acrylic painters to use 
hog brushes or other natural hair 
brushes such as sable depending 
on the style of their painting and the 
viscosity of the paint on their palette.

Winsor & Newton Galeria brushes 
have been specifically designed 
for use with acrylic colour. The 
versatility of acrylic colour places 
heavy demands on any brush 
which is why the company created 
Galeria brushes to be strong and 
resilient, whilst offering flexibility 
and sensitivity in use. The unique 
mix of synthetic filaments has been 
developed to provide artists with 
perfect control for thicker application 
of colour and responsiveness, 
whilst maintaining excellent shape 
retention. The versatility of the range 
means it is available in both short-
handle and long-handle variants. 
The short-handles have softer 
heads, ideal for using when a thinner 
consistency is required for glazing 
or a watercolour style of painting. 
The long-handle brushes are made 
from stiffer filaments, allowing thicker 
application on tougher surfaces.

Galeria brushes are stiff enough to 
push thick colour, applying the colour 
like a spade for specific effects. The 
short-handle variants have excellent 
colour carrying capacity for use with 
fluid colour. The synthetic filaments 
in the flats are curved, helping the 
brushes retain their original shape 
during use and the rounds offer 
a good point for delicate linear 
application. Regardless of the 
volumes of water used in acrylics, 
the use of synthetic fibres ensures 
good shape retention – particularly 
in comparison to traditional hogs.

Watercolour brushes are designed 
to control the flow of colour. The 
perfect brush will have a fine point 

Galeria brushes

“Utilising the skills 
and knowledge 
of over 150 years 
of brush making, 
the Winton Hog 
brush range offers 
excellent quality at 
an affordable price.”
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and the ability to hold and evenly 
control colour – and should be able 
to spring back into shape after every 
stroke. As gouache colour has the 
same properties as watercolour, all 
Winsor & Newton watercolour brushes 
are interchangeable with gouache and 
the same brush characteristics apply.

Every watercolour brush in the world 
should do three important things. It 
is how well these things are done 
that separates the best from the rest. 
Here are the three benchmarks that 
every watercolour brush aspires to

come to a crisp point; an 
excellent brush will hold that point 
during use, allowing the artist to 
create edges and fine detail.

brush should spring crisply back 
into shape during use. The right 
degree of spring allows the artist 
to have control with an element 
of ‘give and take’ between 
the brush and the surface.

should flow evenly and consistently 
from the point of the brush and 
there should be capacity within 
the belly of the brush to allow 
the artist to lay down flowing, 
gestural strokes of colour.
Watercolour brushes are 

generally made from two types 
of hair: Sable and synthetic.

There are different grades of sable 
hair, but the very best grades are 
Kolinsky sable from Siberia. The 
finest Kolinsky is a soft, golden-
brown colour that darkens at the tip. 

The finest hairs come from the 
tip of the tail of the male Kolinsky; 
hairs from other parts of the sable 
pelt are used in lesser quality 
brushes. Second quality hairs are 
much shorter and less ‘springy’ 
than their counterparts; however 
they are a little more affordable and 
still provide a high quality brush.

Winsor & Newton also provides 
a selection of brushes made from 
superior synthetic filaments. The 
advantage of these brushes is their 
affordability; however Winsor & 
Newton’s many years of experience 
in brush-making means that the 

company has been able to source 
synthetic fibres with excellent 
colour carrying capacity and much 
improved spring. This makes 
Winsor & Newton synthetic brushes 
a first choice for many artists.

Winsor & Newton’s Series 7 is the 
world’s finest watercolour brush. The 
standards of quality for this brush were 
set in 1866, when Her Majesty Queen 
Victoria gave orders that Winsor & 
Newton should produce the very finest 
watercolour brushes in her favourite 
size, the Number 7. Today, Series 7 
is manufactured from only the finest 
pure Kolinsky sable hair, in rust-proof, 
seamless nickel plated ferrules with 
black polished handles. Series 7 uses 
only the highest quality raw materials 
and enjoys hand-made manufacture 
by Winsor & Newton brush makers 
with years of experience. For larger 
sizes, each brush is packed into an 
individual box with a tag included to 
indicate the name of the Series 7 brush 
maker who made that particular brush. 
Most importantly, Series 7 fulfils the 
essential qualities that define the finest 
watercolour brush: The brush comes to 
a crisp point which is maintained during 
use; the brush snaps crisply back into 
shape with the right degree of spring to 
allow the artist superior control between 
the brush and painting surface; and the 
colour flows evenly and consistently 
from the point, with enough colour 
carrying capacity in the belly of 
the brush to allow flowing gestural 
strokes. For artists who appreciate 
exquisite quality and longevity, there 
is no other brush than the Series 7. 
Today (just as in 1866) the Series 7 
is made for those who understand 
that the quality of the brush will be 
reflected in the quality of their work.

Sceptre Gold II is a range of high 
quality brushes made from a mix of 
sable and synthetic fibres – ideal 
for working with watercolours and 
fluid oil colours but also suitable for 
use with acrylics, water mixable oils 
and alkyd fast drying oil colours.

Artists generally recognise that 
pure sable brushes are the best – but 
costly. So consideration of price may 
compel many to use a synthetic brush 
instead. And while today’s synthetic 

Sable Series 7

“The finest hairs 
come from the tip of 

the tail of the male 
Kolinsky; hairs from 

other parts of the 
sable pelt are used 

in lesser quality 
brushes. Second 
quality hairs are 

much shorter and 
less ‘springy’ than 
their counterparts; 

however they are a 
little more affordable 

and still provide a 
high quality brush.”
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brushes perform excellently, pure 
sable still has the edge. This is why 
Winsor & Newton has developed 
Sceptre Gold II – a brush that’s 
made from a blend of pure sable 
and synthetic fibres, giving you a 
performance that is close to sable 
at a price that is close to synthetic. 
The blend of hair in Sceptre Gold II 
also gives added benefits. Sable hair 
has excellent spring whilst the high 
quality synthetic filaments ensure that 
the brushes are soft enough to work 
the colour but also have a strong 
‘snap’ so they return back to their 
original shape with ease. The high 
proportion of sable in Sceptre Gold 
II gives the brushes considerably 
more ability to make larger washes 
in one stroke than normal synthetic 
brushes; and the hairs are tapered 
to a fine point, giving the brushes 
control for detailed work.

Cotman brushes are a range of pure 
synthetic watercolour brushes of the 
highest quality that have been created 
using the same skills, generated over 
many years, as those used in making 
the finest sable brushes. For over 
150 years, Winsor & Newton’s brush 
makers have applied their knowledge 
to produce brushes of the highest 
standard. The secret of Cotman 
brushes lies in the fibres. By blending 
fibres of differing thicknesses Winsor 
& Newton achieved the three most 
important qualities sought after by 
the artist. The thicker fibres contribute 
strength and spring whilst the thinner 
fibres improve colour carrying capacity, 
which has recently been improved 
by 50 per cent. Together they retain 
a perfect point, time after time. The 
handles are specifically designed to 
provide balance and comfort when 
painting. The ferrules are made 
from high quality nickel-plated brass 
which helps to prevent corrosion 
and clogging of hair; and enables 
easy cleaning. In addition, the widest 
range of styles and sizes to suit all 
applications are available – from mops 
for large washes, to angled brushes 
for detail, riggers for longer fine lines 
and, of course, fans and filberts.

To ensure the best possible 
performance and longest life for 

your brushes. follow these simple 
rules: Always clean brushes 
immediately after use; never leave 
brushes resting on their bristles; and 
shape up bristles with your fingers 
after cleaning. If you are storing 
brushes for any length of time, make 
sure they are clean and perfectly dry 
and keep them in a box with a tight 
fitting lid to avoid moth damage. If 
the brushes are not absolutely dry, 
they may develop mildew. Paint 
should never be allowed to dry on 
any brush. Should this happen, 
household paint stripper could 
be used to soften it; however the 
brush is unlikely to return to its 
original shape afterwards. The most 
common cause of a round brush 
no longer pointing is the build-up of 
pigment particles in the base of the 
brush. If they are allowed to build 
up, they simply push the hairs apart 
and prevent the point from forming.
Care and cleaning of oil brushes: 
Wipe excess colour from the brush 
using a rag; rinse remaining colour 
from the brush using Artists’ White 
Spirit or Sansodor for oils and 
alkyds, water for Artisan. Next, 
clean the bristle with Winsor & 
Newton Artgel or household soap 
(not detergent), working up a lather 
and rinsing the brush under warm 
(not hot) water. Repeat this until 
there is no trace of colour. Ensure 
all traces of soap are removed. 
Finally, shape up the brush, dry the 
handle and rest the brush bristles 
uppermost in a pot or jar to dry.
Care and cleaning of acrylic 
brushes: Always clean your brush 
immediately after use. If colour has 
been allowed to dry on the brush, 
household brush restorer can be 
used but it is unlikely that the brush 
will return to its original shape. If you 
are storing brushes for any length 
of time, make sure they are clean 
and perfectly dry before putting 
them in an airtight box. Never leave 
brushes standing on their bristles.
Care and cleaning of watercolour 
brushes: Brushes should be wiped 
clean on a lint-free rag and then 
rinsed under running water. Clean 
brushes gently with cool water and 

Sable Series 7

“Always clean 
brushes 
immediately after 
use; never leave 
brushes resting on 
their bristles; and 
shape up bristles 
with your fingers 
after cleaning.”
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mild soap, gently swirling the soapy 
brushes in the palm of your hand. 
Repeat washing and rinsing the 
brushes until the soap and water  
run clear. You’ll be amazed how  
much colour comes from the brush 
heads. Take particular care to ensure 
that the bases of the brush heads  
are clean. Some pigments may stain 
the brushes slightly, but this will not 
affect the performance or the life of 
the hair. Gently reshape the brush 
heads and remove excess water.  

Dry the handles and ferrules 
and stand ‘heads up’ to 
allow the hair to dry.

Please consult  
www.winsornewton.com for  
more information and technical 
support on using the world’s 
finest artist materials.
Further information about  
quality artists’ products can  
be obtained from JASCO – 
telephone 1800 676 155.

Sakura Koi Waterbrushes are 
ideal for the artist on the move!

The portable and collapsible Koi 
waterbrush from Sakura is a unique 
tool that puts a water reservoir 
at your fingertips. These brushes 
are refillable, multipurpose plastic 
brushes that can be filled with water 
to blend inks, watercolours or other 
water-soluble materials. The self-
contained water reservoir inside the 
handle delivers water conveniently 
and directly to the brush tip. The fine 
flexible nylon brush tip minimises 
fraying and provides excellent 
watercolour dilution while producing 
fine lines or bold, broad strokes. The 
lightweight transparent barrel signals 
when refilling is needed; and, when 
screwed apart, the brush collapses 
into two compact sections.

When the barrel of the  
waterbrush is squeezed, water enters 
the bristles – eliminating  
the need for a separate water 
container. This makes the waterbrush 
ideal for plein air watercolour painting 
and reduces the time spent cleaning 
the brush between colours.

The constant water supply from 
the waterbrush allows the painter 
to go from dark to light colour 

areas in a natural, unbroken 
graduation. This allows the artist 
to start where the darkest, most 
saturated colour is required and 
work their way to the lighter, less 
saturated areas, producing some 
interesting effects along the way.

Learning to use a waterbrush 
can sometimes be challenging 
because of the constant water 
flow through the bristles. However, 
with a little practice it becomes 
easier to control … and even dry 
brush effects can be achieved.

Sakura Koi Waterbrushes are 
available in three sizes: Small 
(#2 round), Medium (#6 round) 
and Large (#8 round).

Technical specifications:
Polypropylene, transparent barrel 
and nib holder section; nylon 
fibre brush tip; overall brush 
length is five inches; when the 
barrel is screwed apart, the brush 
collapses into two sections (each 
being two-and-a-half inches).

Please contact S&S Wholesale 
Customer Service on telephone 
1300 731 529 for further 
information and stockists.

SAKURA KOI WATERBRUSHES FROM S&S WHOLESALE
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FRANCHEVILLE ARTIST BRUSHES

Francheville’s brushes are  
made using quality materials  
and craftmanship. Attention to  
detail has not been spared –  
from the rich wooden handles 
to the metal ferrules that 
encase each brush hair.

Francheville brushes are 
synonymous with affordable quality.

The Francheville brush range 
includes a variety of synthetic  
and natural hair types that vary 
in terms of high elasticity, instant 
re-shaping of the tip, and the 
ability to spread paint evenly 
over large surface areas.

There are brush qualities to suit  
all budgets and painting techniques, 
from the finely styled lines of a  
pure sable seamless ferrule brush  
to the durability and oil carrying  

ability of a thick V-tipped bristle  
brush.

The Francheville synthetic  
range is up to date with the  
new hi-tech synthetic innovations 
which combine imitation natural 
filamwents with synthetic 
formulas to improve durability; 
and precise tip shaping.

Francheville has brushes 
to suit all paint types and 
every form of expression.

For more information about  
the quality Francheville range  
of brushes, telephone  
BRANDCORP on 02 8543 4300  
or 03 8480 3200.

BRANDCORP – Innovative 
World Class Brands.
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After more than 20 years as
one of Australia’s leading brush 
distributors, National Art Materials 
takes an opportunity to highlight 
some old favourites and the latest 
additions to its brush range.

The paint brush is an essential 
tool, as important as the surface and 
colour, providing the user with the ideal 
solution to express creativity without 
restraint. Here’s just a few examples of 

our favourite brushes that can become 
an extension to any artist’s hand.
Holbein Series K: The world’s leading 
professional bristle brush and a 
studio basic. Made from the finest 
white Chinese bristle, hand selected; 
interlocked construction with a 
seamless nickel plated brass ferrule 
and long polished handle. Choose 
from four shapes – flat, bright, round, 
filbert – in a wide range of sizes.
Holbein Hake: Whether you use 
oils, acrylics or watercolours this 
superb well filled stitched blending 
and wash brush is the perfect 
companion. Using white goat hair 
in an unpolished wooden handle, 
this sturdy brush comes in 10 sizes 
ranging from 16mm to 150mm wide.
AM Mangoolon Series: Made 
with interlocked triple coloured 
Mangoolon synthetic fibres, this 
range offers excellent suppleness 
and colour retention abilities. The 
black brass ferrule and wood handle 
gives it an elegant style. The size 
range includes round, flat, filbert, 
angular and fan ferrules that will 
cater for all creative applications.
NAM Silver Sable: A sable brush is 
an essential tool for the watercolour, 
graphic or fine artist. The NAM Silver 
Sable is a pure red Sable brush whose 
excellent point and spring made it ideal 
for wet media application or when a 
more precise stroke is required. It has 
a round ferrule with a new ‘silver look’ 
short handle. The 12 sizes ensure 
that there is one for every studio.
NAM Kazan Mop: NAM is excited to 
introduce the new Kazan brown pure 
squirrel mop brush from Russia. The 
Kazan brown squirrel hair is extremely 
soft and more delicate than other 
hairs; in fact it is so fine the brush 
stroke will not leave voids or hair 
tracks. It forms an excellent point and 
is extra absorbent, allowing the brush 
tip to hold paint exceptionally well. 
The hardwood handles are lacquer 
finished for long life. Ideally suited for 
watercolours, inks and other water-
based paints, this brush is available in 
five sizes ranging from 11mm to 19mm.

THE BEST IN BRUSHES FROM NATIONAL ART MATERIALS

O
 Based 

 
 

Holbein K 
n n 

 
 

Holbein LX 
n n 

 

Holbein U 
n n 

 

Holbein T 
n n 

 

Mangoolon Fan 
n n 

 

Mangoolon Series 
n n 

 

NAM 73 
n n 

 

NAM Ruby Red 
n n 

 

NAM Gold 
n n 

 

EC Series 579, 582    
n n 

 

EC Series 577    
n n 

 

NAM 7000/7010   
n n 

 

NAM 70 & Silver Sable   
n n 

 

Holbein 655GR/152S-GB   
n n 

 

NAM 300S   
n n 

 

NAM 220R/250F   
n n 

 

NAM Perspex   
n n 

 

NAM Oval Wash   

n 

 

NAM Kazan Mop   

n 

 

NAM 1368 Stencil 
n n  n 

 
 

Chung Stencil 
n n  n   

 

NAM Bamboo   
n n 

 

Series BW170   
n n 

 

Holbein Series BW   
n n 

 

Holbein 1228-32 
n n 

 

Holbein Hake 
n n 

 

NAM 426 Blending 
n n 

 

NAM 2002 Liner   
n n 

Series 691/713 
n n 

For more information on these 
brushes or the entire range of 

artists’ brushes available (including 
your local retailers), please contact 
National Art Materials on telephone  

03 9720 3322 or email  
sales@nationalart.com.au
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Australian Distributors
1800 676 155

Offer applies to Professional Practising Artists in Australia only. Requested 
proof of Professional Artist status is required. Offer ends 31st May 2011 
or while stocks last.

It’s more than 50 years since acrylics were introduced but many professional 

painters have had diffi culty in working with them because they darken as they 

dry and the consistency has often been too wet and soft.

Artists’ Acrylic is arguably the most important breakthrough since the 

invention of acrylics. By combining the many facets of colour making expertise 

with new resins, artists can now use stronger, brighter colours which have 

virtually no colour shift when dry, and the consistency is stiffer and ‘buttery’.

The range consists of a wide and balanced spectrum of 80 colours including 

new pigments that are unique to acrylic painters.

For more product information, visit

www.winsornewton.com.

For your nearest stockist details,

visit www.jasco.com.au.

When was the last time something really 
signifi cant was invented for painters? 

If you are a Professional Artist who understands that working with the best 
materials is so important, you should be using the most exciting and innovative 

acrylics in the world – Winsor & Newton Artists’ Acrylic Colour.

Simply email your name and address details, along with a copy of your Professional 
Artist Business card or Website details to

winsor&newton@jasco.com.au. We will then send you a complimentary
6 x 20ml set of Winsor and Newton Artists’ Acrylics, valued at $29.95rrp.A BREAKTHROUGH IN COLOUR 

TECHNOLOGY, BRILLIANT 

COLOUR THAT STAYS BRILLIANT

Previous resin formulation 

which was more milky NEW clear resin

Sample Offer for 
Professional Artists



Wildlife Art
By James Luck

Australian native birds are a mainstay for this man who is 
passionate about painting wildlife. For as long as he can remember, 

he has always painted and drawn birds and animals.
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My life began in Sydney, in 
1966. I now live and work 
in the Southern Highlands 

of New South Wales. I have had my 
home here for the past 29 years.

I paint at home in my studio.
For two years after I left school, I had 

lessons with local artist Tex Moekel.
My father is also an artist and he 

has been painting for many years.
I am passionate about painting 

wildlife … especially Australian native 
birds. I do paint other things as well; 
but I keep coming back to birds.

As far back as I can remember, 
I have always painted and 
drawn birds and animals.

When I was only 17 years old, 
local art gallery owner Roberta 
Howland began to display and sell 
my work. This continued until 1998.

 “As far back as I can remember, I  

have always painted and drawn 

birds and animals.”
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As a professional artist I have 
used oils, acrylics, watercolours, 
gouache and pencil. I am most 
comfortable with a combination of 
watercolour and gouache; but I also 
paint in oils from time to time.

I have exhibited my work in 
numerous art shows in the past.

My inspiration comes from the natural 
world. Perhaps my most outstanding 
work to date is ‘Mute Swan’ which I 
painted when I was 23 years of age.

Above left: Major Mitchell Cockatoos
Above middle: Platypus

Above Right: Carolling Magpies 
Below: Eastern Rosellas  
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In times past, I have cut up 
paintings that weren’t going well … 
to see if they would improve by being 
smaller. This has always caused 
difficulty for me; especially when I 
wanted to put them back together.

I do still possess a number 
of my own paintings, most of 
which are unframed. The majority 
of my work has been sold.

My unsold works are currently 
hung in my studio. I have 
prints and cards displayed in 
selected retail outlets, too.

My art has drawn inspiration from 
the magnificent work of Raymond 

Ching and Robert Bateman. To 
keep the creative spark alive, I enjoy 
walking in the bush and watching 
wildlife in their native habitat.

I would encourage my artistic 
peers to ‘keep working at it’. 
Success is deeply satisfying. �

“To keep the creative spark alive, I

enjoy walking in the bush and watching

wildlife in their native habitat.”

Above Left: Eclectus Parrot And Moon
Above Right: Barn Owl 
Below left: Boobook Owls
Below Right:  Partridge Pigeon
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Purple Swamp Hens
By James Luck

Some mischievous 
‘local characters’ were 
selected as subjects 
for this watercolour 
work which displays 
the artist’s mastery of 
his chosen medium.

This particular painting was 
commissioned for someone 
moving overseas. The scene 

depicts the view from their family 
home. The client wanted the dam, 
windmill and gum tree in the painting.
The swamp hens in the foreground 
are frequent visitors to the house. 
They are local characters. Given 
a chance, they will make a mess 
on the verandah and steal the 
apples from under the apple tree.
For the painting I used my 
preferred medium which is 
gouache and watercolour on 
Arches watercolour paper.

Final Step
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Step 1 Step 3Step 2

STEP ONE
Before I began the drawing, I  
washed the paper blue and 
let it dry completely.
I accurately drew the swamp hen in 
first – from a series of photographs 
and some live sketches

.STEP TWO
Once I was happy with the drawing of 
the bird, I began to block in the colour. 
When the basic structure of the bird 
was complete, I started to refine the 
detail. The bird was almost completed 
before I started on the background.

Step 3Step 3
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STEP THREE
I drew the tree and the windmill 
and lightly painted their forms. I 
then painted the horizon. Next, 
I drew – then painted – the 
grass in the foreground.

STEP FOUR
At this stage I wasn’t happy 
with the dam or the trees on the 
horizon. Both were too strong – so 
I washed them out and added the 
mist. I also added detail to the 
windmill and the main gum tree.

FINAL STEP
The whole painting was basically 
complete before I added 
the other birds. They were 
drawn and then painted.
I corrected any mistakes and added 
any details I had overlooked earlier.

Using white paint, I gave 
the tree and the windmill 
highlights; and I added detail 
and shadows to the grass.  �

Step 3

Step 4
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Elena Parashko Gallery
Contributed by Elena Parashko

Impressive art 
galleries are 

located all over this 
country, hosting 

and promoting the 
works of Australia’s 

diverse exponents 
of art. Artist’s Back 
to Basics magazine 
showcases a broad 

selection of these 
venues. In this 

Issue, we focus on 
the unusual Elena 

Parashko Gallery in 
suburban Sydney.

Elena Parashko Gallery was 
established in 2004 – initially  
as an online gallery at  

www.elenaparashko.com – and 
has since evolved into much more. 
Beginning with an online gallery was 
an affordable and manageable way 
to establish myself as an emerging 
artist. Having a website means that 
location and distance is no obstacle 
as people from anywhere in the world 
can view and purchase my artworks.

My collection of paintings online 
also acts as a virtual portfolio for 
anyone who would like to review my 
work. This includes other galleries 

who are considering representing me 
and clients who wish to commission 
me to paint something special for 
them. The online collection is a good 
representation of my unique style 
and the type of artwork I create.

Not everyone is comfortable with the 
idea of purchasing an artwork online; 
an item that they have not actually seen 
in the flesh. So my online gallery soon 
branched out into a real gallery in the 
studio where I work at Quakers Hill, 
Sydney. It is the perfect place in which 
to paint and showcase my artwork with 
good lighting, gallery tracking, a raked 
ceiling, air conditioning, and a wet area.
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The gallery is open by appointment 
so potential clients can visit and 
get a feel for the size, texture 
and atmosphere of a painting – 
elements that cannot be conveyed 
via a computer screen.

After establishing this new gallery 
space, I decided to utilise this great 
resource by also teaching art classes 
to children and adults. As a trained 
teacher with a Bachelor of Education, 
Masters in Adult Education and 
Certificate in Visual Arts, it really 
was a natural progression to finally 
combine my passion for art and 
teaching. I am fortunate that these 
two skills complement each other so 
well, because there are many artists 
out there who cannot teach and many 
teachers out there who cannot paint.

I have also been able to use my 
psychology training by acting as an 
art therapist to a group of intellectually 
and physically disabled adults. I see a 
challenge to inspire others – no matter 
what their circumstances – through 
sharing the joy of artistic creation: 
The process as well as the product.

It is very interesting to see the 
difference between children and 

adults in my art classes, in the way 
they approach their artwork. Children 
have the confidence to try anything 
and really lose themselves in the 
moment and just enjoy it. Many adults 
seem to have lost this spontaneity 
and really suffer from ‘paralysis by 
analysis’. They are too focused on 
making logical judgements instead 
of just letting the creativity flow. They 
are critical of their abilities and worried 
about what the end result will be and 
very concerned about what other 
people will think of their art. I believe 

there is a buried creative talent in all 
adults. We are born to be creative 
in one form or another, whether that 
is in painting, cooking, gardening or 
managing finances. But as we grow 
up and learn to operate in a serious 
world we also learn to repress our 
creative side. It is not always valued 
or considered important enough.

My artwork radiates serenity and a positive
outlook on the world, so I enjoy spending the
day immersed in painting the beauty of Nature.

Above: Mariners' Journey
Opposite page: Sapphires
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Many people eventually hear 
that calling to do ‘something’ but 
cannot even recognise what that is 
anymore. Being creative involves 
learning to play again; to just have 
fun, explore the process and not get 
too caught up with the end result.

Even though I love teaching, it is 
important for me as an artist as well 
as a teacher to make sure I devote 
time each week to developing my own 

artistic practice. My artwork radiates 
serenity and a positive outlook on 
the world, so I enjoy spending the 
day immersed in painting the beauty 
of Nature. I also get a thrill from the 
reaction of viewers as they recognise 
places or wonder how the artwork 
was created. I have had people in 
tears … so happy with a painting 
they have bought because it has 
in some way touched a significant 

Above left: Take Away Tonight
Above right: Making Waves

Below: Long Jetty III
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experience in their life. It excites 
me that my passion for art can be 
translated into such strong positive 
emotional responses in others.

After beginning my art classes, I 
soon realised there was another need 
of students that my business could 
meet. Those new to painting found 
it very confusing to walk into an art 
store and know which art materials 
to buy, especially when they were 
given conflicting advice from sales 
assistants. So I made arrangements 
with a wholesaler allowing me to set 
up a small shop in my studio/gallery. 
I put together a starter pack for the 
complete beginner with everything 
required to get started. It is also 
very convenient for my students to 
be able to pick up exactly what they 
need, when they need it – often right 
in the middle of a painting class.

As the reputation of my studio/gallery 
grew, I began receiving enquiries 

about art classes from every State 
in Australia. I realised there was a 
need, especially in remote areas, for 
some kind of distance education art 
lessons. Drawing upon my curriculum 
development experience as a TAFE 
teacher, I created a series of interactive 
painting demonstrations for a variety

of paintings. These demonstrations 
enable people (who live too far away 
to attend my classes in person) to be 
able to purchase step-by-step painting 
lessons on subjects of their choice. 
They include written instructions 
and photographs of the paintings 
in progress. For convenience, 
demonstrations can be downloaded 

Being creative involves learning to play again;
to just have fun, explore the process and
not get too caught up with the end result.

Above: Fish and Chips
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directly from my online gallery; or 
for those without Internet access, 
copies on paper can be posted.

What makes the demonstrations 
unique is their interactive component. 
With each demonstration, the purchaser 
is entitled to two free consultations 
with me – by email or telephone – to 
enhance their painting progress. 
People usually send an image of their 
painting when they have completed 
it, or if they are stuck at a particular 
point; and I then give feedback and 
suggestions on how to improve their 
painting or strategies to overcome 
their dilemna. After they have 
implemented my advice, they send 
me another image for final feedback.

The instructional component of Elena 
Parashko Gallery has also led me to 
many writing opportunities for a wider 
audience. I have written articles and 
painting demonstrations for several art 
magazines in Australia and the United 
Kingdom, including Artist’s Palette 
magazine Issue 49. ‘Art Calendar’, 
the American business magazine for 
visual artists, is also now publishing a 
series of motivational features which 
I am writing specifically for artists … 
addressing the challenges we face.

Making a positive difference 
in people’s lives is important to 
me, whether that is through my 
paintings, through my teaching 
or through my writing. �

Elena Parashko can be 
contacted by email at info@

elenaparashko.com or by 
telephone on 0404 032 785.

Visit the Elena Parashko Gallery 
online at www.elenaparashko.com

Above Left: Far From Home
Above middle: Doubly Delightful

Above right: Three's Company
Below left: Elena Parashko Gallery 

Belwo right: Gardenia

38   Artist’s Back to Basics

Galler ies



Professionals Choose 
Archival Oils

CHROMA AUSTRALIA PTY. LTD. MT KURING-GAI NSW 2080
Free Call: 1800 023 935   |   www.chromaonline.com   |   www.archivaloils.com

EUAN MACLEOD. Alice. Archival Oils on canvas, 2006, 137 x 180 cm
Image courtesy of Watters Gallery. www.wattersgallery.com

To see more artwork by Euan Macleod and other leading artists from 
around the world visit the Archival Oils section of the Chroma online 
art gallery at: www.chromaonline.com/gallery/archival_oils



STEP ONE
Draw the outline and patterning
lines of the shell. Note the
pattern lines follow the
shape of the shell.

STEP TWO
Using a No.5 pure sable round
brush, apply the first washes
with a wet in wet technique. The
colours should blend easily.

STEP THREE
Apply a stronger wash colour.
Experiment with paint mixes
and application techniques.

STEP FOUR
Increase the intensity of colour
on the bottom of the shell.
This areas needs to be
darker than the top to indicate the
shape and form of the shell.

Colours Used:

Drawing & Painting  
An Abalone (Paua) Shell

Mollusk – Bivalve Gastropod

By Leonie Norton
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 How To Achieve An 
Iridescent Colour

STEP FIVE
Deepen shell colours on top 
area. Black lines are applied with 
waterproof black pigment liner.  
Try to keep a Reflected Light Edge  

 
along the bottom and right hand  
side of the shell, to indicate the  
three-dimensionality, and to help  
the shell “glow”  with iridescence. �

Detail of colour and 
patterning on outer shell

Detail of colour and 
patterning on inner shell
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True Conservationist
Edited by Trevor Lang

Efforts to conserve and understand marine environments have 
led this artist to use art to promote their conservation. He also 

uses marine environments to develop his oil painting style.
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Dailan Pugh was born in 1955 
in Melbourne, Victoria; and 
raised in a shack built by his 

parents in bushland at Dunmoochin, 
near Hurstbridge on the outskirts 
of the city. The shack evolved into 
a rambling house as he grew.

He currently lives and 
works at Byron Bay in north-
east New South Wales.

“I have drawn and painted all 
my life,” the artist reveals. “I had 
some tuition from my father Clifton 
Pugh; but no formal training. Being 
raised in an artistic environment and 
spending lots of time in the bush 
provided my artistic education.”

Growing up, playing and exploring 
in the bush, as well as raising injured 
and orphaned native animals, has 
made this man passionate about 
Australia’s natural environment. 
A strong nexus between art, the 
environment and conservation has 
directed him down life’s path.

“It was an aesthetic fascination 

with rainforests that drew me to 
north-east New South Wales,” he 
says. “My need to learn about 
my subject led me to learn about 
its species, ecology and fragility; 
thereby diverting me into becoming 
an active forest conservationist. After 
a decade as a volunteer co-ordinator 
with the North East Forest Alliance, I 
spent some years trying to improve 
management of native vegetation 
on private lands, creating sanctuary 
zones in the Cape Byron Marine 
Park; and on conservation issues 
around Byron Bay. I used my recent 
explorations of Australia’s arid 
lands as my inspiration to return to 
artwork – first with pastels and then 
gouache. Over the last two years, I 
have begun oil painting – using the 
marine environment as my muse.”

The natural environment, devoid of 
obvious human artefacts, has always 
provided Dailan Pugh with artistic 
inspiration … although he also enjoys 
drawing the human body from life.

Above left: Chamber's Pillar 2005
Above right: Bream Hole III 2008

Opposite page: Hawksbill Idol 2007

“My need to 
learn about my 
subject led me 
to learn about its 
species, ecology 
and fragility; 
thereby diverting 
me into becoming 
an active forest 
conservationist.”

Artist’s Back to Basics   43



“I began an artistic career 
based on pen and ink drawings 
in the 1980s, until diverted into 
full-time conservation work,” he 
explains. “I am now in the early 
stages of resuming my artistic 
career … this time focusing on 
oil painting. I recently had my 
first exhibition of marine paintings 
and I am now concentrating on 
developing my artistic work.”

When Dailan left university, he 
took up a pottery apprenticeship. 
For many years he did pen and 
ink drawings – initially focusing 
on ground orchids, and (later) 
rainforests. He illustrated a variety 
of technical and kids’ books. 
Just as he got the hang of using 
gouache, he got sidetracked 
into conservation work.

“When I resumed my artistic career, 
I started by using pastels to do life 
drawing – before expanding to rock 
patterns and landscapes,” he says. 
“I then returned to gouache and 

landscapes. More recently I began 
oil painting, initially focusing on 
marine life. I enjoy the flexibility and 
freedom of oil painting and it is my 
desire to soon apply it to landscapes 
of River Redgums and rainforests.”

Dailan’s subjects are principally 
Australia’s natural environments. He 
has a fascination for all facets of the 
environment; and a desire to depict 
examples of all of these. He has two 
principal focuses: Firstly, to depict 
the beauty and wonder of our natural 
environments in order to promote 
his fascination to others; and 
secondly, to do high quality works. 
His choice of subjects is directed 
by a consideration of aesthetic 
values and conservation needs.

Since my re-emergence,” 
Dailan says, “I have just had my 
first exhibition of oil paintings 
‘Through the Looking Glass’; and 
begun to enter competitions.”

This has resulted in an 
impressive list of achievements.

Above left: Green Turtles 
and Batfish 2007

Above middle:  
Bream Hole I 2008

Above right: Swell Sharks 2008

Opposite page top: 
Purnululu Gorge 3 2006

Opposite page bottom: 
Bream Hole II 2008 

“I enjoy the 
flexibility and 

freedom of oil 
painting and it is my 
desire to soon apply 

it to landscapes 
of River Redgums 

and rainforests.”
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In the 2008 Marine Visions Art 
Competition, Byron Underwater 
Festival, he won the Environment 
Awareness Award. In the 2007 Tweed 
Naturally Art Award, Murwillumbah, 
he won second place; and in the 
2007 Marine Visions Art Competition, 
Byron Underwater Festival, he 
won the Creative Flair Award.

The works presented with 
this article are some of the 
artist’s best recent paintings.

“Usually, I feel that the piece I am 
working on is my best work, although 
this feeling usually evaporates once 
it is completed,” he admits. “I believe 
that I am yet to do my best works.”

“The best advice I ever received 
was to keep working on a piece until 
I am satisfied with it,” he continues. 
“It usually takes me a while to learn 
how to use a new medium and I 
often experiment; though if they 
do not work I don’t try to complete 
them. While there are many works I 
see defects in after I have finished, 
once I have taken them to that stage 
I do not regard them as disasters.”

Dailan possesses a fair number 
and variety of his own works, but 
due to the detail in his art and the 
considerable time he spends on 
conservation, his output to date has 
not been great. At the time of writing 
this, he is not yet represented in any 
major collections or by any galleries.

“When I moved to live amongst 
massive ancient eucalypts (adjacent 
to rainforest), I began to paint 
them with gouache while learning 
about their importance as essential 
homes for a plethora of animals; 
then I reacted to their plight and 
was diverted down the path of 
protecting old growth forests 
for over a decade. I relied upon 
research and activism to promote 
their conservation, leaving little time 
for my artwork,” the artist says.
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“I am an amateur ecologist,” 
he maintains. “There is a strong 
nexus between my depiction of an 
environment and my understanding 
of what it is and how it functions. 
I have a need to know how and 
when the rocks I am painting were 
formed, what the species of plant 
or animal is that I am depicting, and 
what are that species’ habits and 
distinguishing features. I consider 
that this knowledge gives my work 
a greater depth; though while I take 
artistic licence it also establishes 
limits on my artistic freedom.”

Dailan’s style is directed by 
the medium he is using and the 
environment he is depicting; 
while being limited by his desire 
to reasonably depict reality. 
He principally uses design, 
natural patterns and perspective 
to compose his works.

“My explorations with oils 
are relatively new and I am still 
developing both my skills and style,” 
he admits. “I wait to see where the 
environment will lead me next.”

This notable man was awarded 
an Order of Australia in 2003 for 
services to forest conservation. 
He willingly shares some personal 
advice with his peers in the 
challenging world of art.

“Practice does not necessarily 
make perfect – although it is 
essential for making the best of your 
talent. Keep on working until you 
are satisfied with the outcome.”

As an artist, Dailan Pugh’s 
ultimate goal is to do a great 
landscape painting.

The artist can be contacted by 
email at dailan@tpg.com.au and 
his website can be found at 
dailanpugh.com �

Top Left: Resting Wobbegong 2008
Left: Jofre Falls 2005
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Artists for many years have appreciated the qualities of The Langton. The Langton
is a very versatile 100% cellulose fibre paper, ideal for watercolour and line and
wash work but also suitable for pastels, ink, gouache and acrylics.

100% cellulose fibre
Colour stable
Mould made
Acid-free

Ideal for all wet techniques
Natural White finish
3 surface finishes – 300gsm Cold Press, Rough and Hot Press

Available in sheets, pads and blocks

The Langton Prestige is Daler-Rowney’s top of the range 100% cotto

paper. The fine quality of The Langton Prestige is the answer to the n
demanding fine water colour artists

Made with 100% cotton pulp of the highest quality 

Acid-free, alkali reserve preserves and protects against discolour
Traditionally made on a cylinder mould machine 
Gelatinized surface for strength and resilience 

Ideal for all wet techniques (watercolour, gouache, acrylic,  
ink, and calligraphy) 
Natural white finish 

Anti-fungal treatment 
Excellent absorption and colour rendering 
3 surface finishes - 300gsm Cold Press, Hot Press and Rough 

Embossed with Langton Prestige logo
Available in sheets, pads and blocks

Bendigo
159 McCrae St,  
Bendigo VIC 3550 
Ph: (03) 5443 9700

Essendon
114 Buckley St,  
Essendon VIC 3040 

Ph: (03) 9337 3594

Richmond
236 Swan St,  
Richmond VIC 3121

Ph: (03) 9428 1511

Sunbury
2B Old Bakery Walk,  
Sunbury VIC 3429

Ph: (03) 9740 7487

Nowra
6/68 North Street 
Nowra NSW 2541

Ph: (02) 4421 6821

Watercolour Paper

PrestigeThe Langton

The Langton

www.arthousedirect.com.au

r ouse rec s

offering you a 20% 

discount on The Langton 

and The Langton 

Prestige ranges, in-store 

or online.



Green Turtle on 
Ribbon Reef

This oil painter 
adopted the marine 
environment as a 
subject because of 
its strangeness, its 
atmospheric qualities, 
its abundance of 
weird and wonderful 
wildlife, and its need 
for understanding.

My approach to artworks is 
primarily influenced by both 
the subject matter and the 

medium I am using. Nothing can be 
truer than the saying ‘out of sight, 
out of mind’ when it is applied to our 
marine environment. While we are 
drawn to its shores and frolic in its 
waves, mostly we only see the sky 
reflected on its surface and close our 
eyes tight when we go under. This 
blindness has engendered an appalling 
ignorance and lack of concern for the 
waters that constitute most of Planet 
Earth. I hope that my paintings will 

By Dailan Pugh

Final Step
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help others to open their eyes and
look beneath the waves … and then
maybe to think more about what we
put in our marine environment; what
we take from it and what we do for it.

I have spent considerable time
snorkelling and taking my own
photographs. The approachability of
fish makes this process relatively easy.
I utilise a variety of images to compose
my paintings. I may sometimes
resort to reference books to work out
details. Species used for this painting
are Green Turtle, Striped Triggerfish,
Saddled Butterflyfish, Rainford’s

Butterflyfish, Fire Dartfish, Yellowtail
Fangblenny, Red-ribbon Wrasse,
Six-bar Wrasse, Dick’s Damsel,
Freckled Hawkfish, Blue-green Puller,
Golden Damsel and Tail-fin Batfish.

For my marine oil paintings,
my basic method is to start with
underpainting from the foreground
to the background; then I build
up the final painting from the
background to the foreground.

STEP ONE
I started with a canvas previously
roughly painted with light blue to

“I hope that my 
paintings will help 
others to open their 
eyes and look beneath 
the waves …”

Step 1
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provide a unifying base and some 
direction for the flow of the work. The 
gist of the painting design was done 
in my head before I commenced 
the work. I had a specific locality in 
mind and an idea of what I wanted 
to show. This was refined as I sorted 
through my photographs to select 
a variety of potential images. I then 
started by sketching the central 
figure of the Green Turtle onto the 
canvas. I combined both tone and 
colour in the composition. I used oils 
thinned with mineral turpentine.

STEP TWO
I added fish and corals to achieve 
the interest, balance and flow I was 
satisfied with. While I took care with 
the form of the fish, I only aimed for 
indicative colours. I considered the 
painting after I added each feature to 
decide what to add next and where 
to place it. Usually at the end of each 

day, I placed the work in the lounge 
room to mull over what I needed to 
add the next day. I continued to add 
(and sometimes remove) species 
until I achieved an overall design I 
was happy with. When doing this, 
I had regard to the locality and the 
species that naturally occur there; and 
what they get up to, such as wrasse 
following the turtle around to pounce 
on disturbed invertebrates or batfish 
waiting to feed on their excrement.

STEP THREE
Once I finished designing the overall 
work, I began the final work – starting 
from the background and working 
forward. The medium I used for the 
background was composed of one-
third refined linseed oil and two-thirds 
mineral turpentine. For the distance 
effect, I added light blue to individual 
colours when painting. To enhance 
the atmospheric quality and sense 

“For my marine 
oil paintings, my 

basic method 
is to start with 
underpainting 

from the 
foreground to 

the background; 
then I build up 

the final painting 
from the 

background to 
the foreground”.

Step 3Step 2
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of depth, I applied a coating of light
blue over the background when dry
(which I rubbed in with a rag), while
also removing excess paint. The effect
of reduced depth was achieved by
removal of more of this coating.

STEP FOUR
I repainted and refined the
foreground using a medium
comprised of half refined linseed
oil and half mineral turpentine.
Colours were refined at this stage.
I used iridescent white to enhance
the reflective qualities of the water

surface and the brightness of some
colours (particularly for eyes).

FINAL STEP
The final stage involved placing
shadows and highlights where
required and touching up the
foreground where needed. This
was the most important stage as it
unified the painting and enhanced
form and depth. When applying
shadows, a rag was used to rub in
paint and remove excess paint. The
final step was placing the sunbeams
breaking through the surface. �

H

Step 4
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By now you should have
your basic sketching and
compositional skills happening,

your drawing gear and studio area
organized and your own artistic
philosophy and commitment level
worked out and warmed up.

Time now to talk about the finer
points of the actual process of starting
a serious drawing project. It’s always

a good idea to do at least one but 
ideally a couple or a few loose, fast 
(not fast for the sake of speed, just 
don’t bother taking too much time 
on it or get into too much detail) 
sketch studies of the composition 
you have decided you will be drawing 
(fig 1). Do this on butchers paper or 
cheap cartridge and please, please 
keep in mind that you are just doing 
roughs to familiarize yourself with the 
different shapes, proportions and 
idiosyncrasies that make up your 
composition, don’t fall into the trap 
of trying to turn what started as a 
rough study into a finished drawing, 
that’s what the good paper’s for. You 
will learn so much from your roughs. 
Doing a few quick studies on cheap 
paper first means you won’t have 
to learn from your mistakes (and 
damage the paper surface) when 
you start the serious work on your 
good (expensive) paper. While on 
the subject of good paper something 
I have noticed repeatedly with my 
students and novice artists is that 
they are quite often scared of good 
quality paper almost as if they aren’t 
worthy of marking such a ‘precious’ 
object. They would rather spend 
hours on sub-standard paper stock 
trying to create a good drawing on 
something hardly good enough to 
wrap fish in than give themselves a 
decent starting point on the much 
more workable and forgiving surface 
good drawing paper provides. Sort 
of like pining to be a concert pianist 
but settling for banging on an upside 

All in the Preparation
By Brett A. Jones

Fig 1.

“You’ll never do 
a great or even a 
particularly good 

drawing on rubbishy 
paper but it’s most 

definitely great stuff 
to loosen up on…”
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down jam tin with a spoon instead. 
A really good way to cruel your 
aspirations from the start is to hold 
yourself back with garbage materials 
because you’re ‘not ready’ or ‘aren’t 
good enough’ for anything better. 
It’s a few bucks worth of paper we’re 
talking about here, not a $10000 
concert piano. It’s always struck me 
as very strange that people will spend 
hundreds of dollars on things they 
don’t need or on other people (for 
things they don’t need) but baulk at 
‘damaging’ a blank piece of paper. 
You’ll never do a great or even a 
particularly good drawing on rubbishy 
paper but it’s most definitely great 
stuff to loosen up on and get a few 
roughs down on to ‘educate’ yourself 
about the structure, proportions and 
finer points of any composition you 
intend to do a detailed drawing of. 
You will also be much more confident 
to get into the serious work when 
you go to the ‘good’ paper (for 
more detail on good drawing paper 
read my “Materials and Equipment- 
part 2” article in last issue).  

Believe me; you will only learn the 
pitfalls and optical illusions inherent 
in any composition by sketching/
drawing it. You might as well make 
the inevitable first mistakes on cheap 
paper first. You ‘learn’ each new 
picture like a new language and 
the lessons really do sink in. Do a 
few rough sketches of the same A4 
reference photo and you will see what 
I mean straight away. It will also help 
you get past the “staring at a blank 
piece of good paper” syndrome too 

as you will be much more confident
about the initial layout and get on with
it with the experience of the rough
sketches behind you. The actual A4
reference photo you print out and
bulldog clip to your photo board can
either be printed out yourself if you
own your own printer or be done at a
photo kiosk on photographic paper.
Professional photo printing doesn’t
fade, home printing does. It happens
fairly slowly, so it can be hard to notice.
The longer the drawing process takes
the more a home printed reference
photo will fade. You can keep an eye
on this unavoidable situation by simply
moving one of the bulldog clips and
looking under it. It’s an easy to get
around problem either by putting your
photo board away somewhere dark
between drawing sessions or in a
folder away from the light or simply
by printing out another one towards
the end of the project just to clarify
and sharpen the finer details you are
trying to represent in pencil. While
on the subject of reference photos,
whatever you do don’t be tempted to
print your photo in greyscale (black
and white) thinking it will be easier to
draw in monochrome graphite, it’s
not. You as the artist are the one who
makes the tonal decisions inherent in

Fig 2.

“Doing a few quick 
studies on cheap 
paper first means 
you won’t have to 
learn from your 
mistakes (and 
damage the paper 
surface) when you 
start the serious 
work on your 
good (expensive) 
paper.”

Fig 1. Rough studies on butchers 
paper are always a good 
education. Do a few, you’ll learn 
a lot about drawing your chosen 
composition before you even 
make a mark on the good paper.

Fig 2 Reference photo on A4 
glossy photo paper. Take a 
lot more shots than you think 
you need and take your time 
choosing the one to draw.
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creating a monochrome drawing of a 
colour composition, if you try to draw 
from a black and white photo you 
lose a huge amount of subtle detail 
that you really need on the reference 
photo as a lot of colours and subtle 
textures can be the same tonal value 
in greyscale but stand out very clearly 
in full colour (fig 2). You are the one 
who makes the decision on what 
stands out and what blends in when 
you are presenting a composition 
to the viewing public using only 
black, white, and grey tones (fig 3).

Preparing your layout board   
To tape your good drawing paper 
down onto your 5.5mm 600x400 
white masonite layout board (or any 
size you want to work with really, 
600x400 is just a good average 
size) you only need normal one 
inch masking tape, even though it 
is acidic and non-archival. It doesn’t 
matter just for the time you will be 
executing the drawing. Non-acidic 
framing tape is a must when framing 

but that is to protect it for years 
and years. The acidic adhesive on 
masking tape works much better 
for holding stretched out paper tight 
on a layout board as opposed to 
(much more expensive) non-acidic 
framing tape. To tape your paper 
down properly first make sure your 
layout board is dust free (or the tape 
won’t stay stuck) and completely 
clean (any little bits of debris will be 
like a budgie under the carpet once 
you start drawing). If you are using 
hot or cold press watercolour paper 
carefully cut it to the size you want to 
suit your composition (layout board 
has to be at least 15mm larger than 
the paper on each side). Don’t worry 
about trying to trim off the deckled 
edge found on some paper, it doesn’t 
matter one way or another but is 
probably best left alone. It will be 
hidden under the matte board in the 
frame anyway. Tape the top edge 
down first making sure the masking 
tape is covering at least 4mm of the 
paper. It can cover a little bit more 

Fig 3.

“Believe me; 
you will only 

learn the 
pitfalls and 

optical illusions 
inherent in any 

composition 
by sketching/

drawing it.” 

Fig 3 Finished freehand 
work in graphite

Fig 4 Stretch your good 
paper tight on the drawing 
board as you tape it down
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than that but it’s not necessary or 
desirable to cover too much of the 
paper edge with tape, it won’t help 
hold it any more effectively and will 
just make it harder to remove when 
the drawing is finished. It’s important 
that the edge of the tape is straight 
and even all the way along the paper 
edge (on all 4 sides) as you will be 
judging lines and curves using the 
edges of the paper as a visual guide 
so the last thing you want is curved 
or crooked edges to start with. Gently 
apply the tape to the top edge of 
the paper but not the layout board 
and use the back of your thumbnail 
to work it down securely onto the 
paper. Now pick the paper edge up 
off the board and holding the ends 
of the tape carefully position the 
paper in the middle of the board and 
level with the top edge and gently 
stretch it very slightly before sticking 
it down. Then put another piece of 
tape along the bottom edge of the 
paper, again, only a few millimetres 
in from the edge is plenty, work it 
down well onto the paper with your 
thumbnail and then pick it up off the 
layout board, hold the tape between 
thumb and forefinger about a quarter 
in from each end and stretch the 
paper down and out before sticking 
it down (fig 4). You’ll know if you are 
pulling too hard, the tape will come off 
the edge of the paper. Once you’ve 
stuck it down in the two places you 
were stretching it, stretch the middle 
down a bit as well and stick it down 
and then the bottom corners, again 
stretching them down and out and 
sticking them down. You won’t really 
feel the paper stretching but it is. Tape 
both sides of the paper next using 
the same process. This will give you 
a perfectly flat surface to draw on. 
Paper is funny stuff, it absorbs (and 
loses) moisture very easily, any rise in 
the humidity will make the paper grow 
in size as it takes on water out of the 
surrounding air like a sponge (and 
shrink as it loses moisture when the 
humidity drops). If it gets bigger once 
it’s taped to the board it has only got 
one direction to travel which is up, 

creating a very annoying “pillowing”
effect. Stretching it slightly as you
tape it down for the first time gives
you the best start humidity-wise but
if you tape it down during a period
of low humidity and then it rises
substantially you will sometimes (on
rare occasions) have to re-tape the
bottom and sides to get it to sit flat
again. The opposite also applies, if
you tape it down during high humidity,
it can only get tighter as the humidity
falls (the ideal situation). The paper
has to be taped all the way around
to stop any rubber dust and other
debris from making its way under the
paper during the drawing process.
You are now ready to set off on a
serious freehand drawing project
on good paper securely stretched
and taped to your layout board.

Next article we will be delving into
the thick of developing an actual
linework drawing but for now put
the kettle on, crank the stereo and
put in some hours in your own
space on your own composition
sketching rough studies on butchers
paper or just practise your basic
sketching skills more, there’s no
such thing as too much practise and
remember … it’s only paper. �

Fig 4.

“… if you try 
to draw from a 
black and white 
photo you lose 
a huge amount 
of subtle detail 
that you really 
need on the 
reference 
photo as a 
lot of colours 
and subtle 
textures can 
be the same 
tonal value 
in greyscale 
but stand out 
very clearly in 
full colour.”
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Beyond Paradise
By Elena Parashko

Final Step

Step 1
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Story behind the painting
One of the highlights of my annual
painting workshop at Daku Resort in
Fiji is to enjoy the tropical vegetation
and beautiful flowers. My favourite
is the hibiscus which comes in a
fantastic array of colour combinations
with some flowers even being the
size of dinner plates. This hibiscus
growing outside my hut was the
perfect subject for a painting.

STEP 1
I observed the hibiscus flower from
all angles and decided this was the
most pleasing view to paint. I captured
this moment with a photograph as
flowers continue to open throughout
the day, wilt over time and some even
close again at night. Once the actual
flower had died, the photo was used
as a guide to continue painting over
the course of the next few days.

H

If you want to do a realistic 
painting of flowers rather than 
just a loose interpretation, then 
make sure you are accurate 
in the number of petals and 
stamens depicted. This 
hibiscus has a huge number of
stamens but some flowers are
characterised by five or seven
only. Plants are identified by
these distinguishing features.
When painting flowers, start by
painting the least conspicuous
petal and work your way up to the 
most prominent petal. This gives
you an opportunity to practice
your technique and get the
colours right before you tackle the 
focal point that will be the most
noticeable part of the painting.
When painting petals, make
sure brushstrokes follow the
direction of veins and crinkles.

Step 4

Step 2 Step 3
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STEP 2
I drew the outline of the hibiscus 
and main crinkles of the petals 
onto my stretched canvas using 
willow charcoal. Then with a large 
flat brush I painted the background 
with a very dark purple that almost 
looks black. This background 
colour was made from Alizarin 
Crimson and Prussian Blue and a 
small amount of Carbon Black.

STEP 3
Each petal has an underpainting of 
Alizarin Crimson at the base and 
Cadmium Yellow Light darkened 
with a bit of the background 
colour towards the top. 

STEP 4
Mid tones and highlights were built 
up on the lower part of the petal using 
Cadmium Scarlet and Titanium White. 
Some of the background colour was 
used for the shadow at the base of 
the petal. Cadmium Yellow Light and 
Titanium White were used to paint the 
top part of the petal by shaping the 

crinkles and curves. The final touch was 
to paint the pattern of fine white stripes 
on the petal using a small liner brush.

Step 5
Repeat the same process for each 
of the five petals. You can choose 
to underpaint the whole flower first 
to get rid of all the white canvas and 
then work on adding midtones and 
highlight layers to all the petals at 
the same rate, but it is easy to lose 
your drawing in the process. As I was 
not doing the whole painting in one 
sitting, I decided to work on one petal 
at a time, bringing each to completion 
before moving on to the next one. 
Feel free to choose the method that 
best suits you and your painting style.

FINAL STEP
The central pistil and stamens with 
pollen were painted with colours 
already used for the petals. Orange 
was made by mixing Cadmium 
Scarlet with Cadmium Yellow Light. 
When the painting was completely dry 
I gave it two coats of gloss varnish. �

About the Author

Step 5
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Brush Strokes

We’ll limit our brushes to  
two! This will encourage 
us to investigate the 

capabilities of these brushes, 
hopefully in a deeper way 
than you have before.

Let’s start. Dish out a healthy  
slab of each of the following  

(in this order from left to right):

going to do a little 
painting, and disguise 

are going to do a very 
simple landscape. 

For the purposes of 

break the painting 
down into different 

sections. This will show 
the different effects 

that can be created, 
using a paintbrush 

in different ways.
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I recommend starting with a 

canvas as you develop confidence.

line across the middle of your 

orientation landscape or portrait.

Brush Exercise One

your (large!) palette. Now collect 

(use the corner and pick up the 

amount, because it is easier to add 
colour in small increments to white, 
rather than the other way around. 

When you have the colours well and 

canvas, above the centre line you just 
marked in. This is where you treat your 

pile of paint on the surface of your 
canvas so you can move it around. 

work your way up the canvas, pulling 

process, and begin to add small 

towards the top of your canvas.

blue summer sky.

applications of your paintbrush. 
It is designed to scoop up paint, 
and slide it around in volume. 

are probably not so necessary.
Having said that, you may wish to 

“miniscule touch” and “tiny touch” 

up with a colour that is slightly darker 
than the lowest part of the sky. Loosely 

These shapes represent clouds low 

though, is that while we are applying 
the paint quite thickly, we are using 
the brush in a much more subtle way.

This is one of the beautiful things 
about a paintbrush. No matter how 
brutal your application, there is 
still room for subtlety. This is the 
thing that most beginners struggle 

heavily, but fall short when it comes 
to a very gentle and light touch.

Now to the land. I’m not going to 
go into too much detail about the 

 
 

 
 

 
 
 

Summer sky Mountain line Tree line
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I’m more interested in, is getting
your brush to do what you want. We
are still going to use our number

time with even more finesse.

cloud colour you created just before.
It should be the colour of mountains
or hills in the distance. Take this new

brush, make some lovely mountain

Now add a smidge more of the

colour, come down your canvas
slightly, and paint in another line of

a couple of times, to create the
illusion of layers of hills receding

add more of each of the colours,

This gives the illusion of those hills

Brush Exercise Two:
This is where you need to be a little
more particular about the way you

those lovely hills in the background.

you want to create the shapes of 

they are still almost silhouettes.

very careful about how you apply 

using less white, and probably tone 

something like this: (Tree line)
Time to stop with that process. 

From this point on, using your number 

In other words, your brush will be a 
little drier, and you will be relying on 
how you manipulate the tip of your 
brush, to make the shapes you want.

little tiny increments of other colours 
to your own taste. This is more about 
how you use a paintbrush than 

Take a lot of the paint out of your 
brush (ie wipe it on something, shirt, 

tip of the brush, shape a tree line and 
create the illusion of leaves. Note: How 
you use your brush here, will decide 
whether they are gum trees, or some 
other kind of tree.(Trees in detail)

This will require some practice. Don’t 
be afraid to drag out a spare canvas.

trees. Dry your brush, and repeat the 
previous step, only where the light 

trying to produce a masterpiece.

Trees in detail

the tip of the 
brush, shape 

a tree line and 
create the 

illusion of leaves. 
Note: How you 
use your brush 

here, will decide 
whether they 

are gum trees, 
or some other 
kind of tree.”
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Brush Exercise Three:

block in all our grassy areas in the
foreground (this will be the rest of the

a house painting weapon once more.
This colour will be a combination of

soften the edge where it meets
the tree colour. (Grassed area)

Let that dry for a little while.

it has dried). This time, don’t add the
white. Grab your large brush, and
very gently pick up a small amount of
paint using the very tip of the bristles.

and using the tip of your brush, create
the illusion of blades of grass. Keep
repeating this process, until you have
built up highlights and created the
impression of a grassy paddock.

paintbrush in a very very subtle
way. Hopefully you can understand
now some of the subtleties of
even large paintbrushes.

Brush Exercise Four:
Finishing off. Grab your number

the grassy area in an up and down
motion. This will break up the
softness of the paddock, and create
the impression of weeds and sticks.
Load the same colour again, and
using the edge of the brush, run it
down through the dark treed area
and create the illusion of branches
and tree trunks.(Tree detail))

Final Exercise:

Dry your brush and strike the
canvas to create little spots of
colour in the grassed area. This
will create the impression of
wildflowers.(Finished painting.)

a masterpiece (although it could
well be!). It is purely designed to
illustrate the vast capabilities of even
limited brushes. Know your brushes!

will become so much more fun!

on this in a lot more detail. �

Grassed area Shaded grass areas Tree detail

Know your 
brushes! Know 
what they will 

will become so 
much more fun!
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We need it all. From our 
precious creations to our 
expensive and much loved 

equipment, its all very important, 
essential, and vital for our artistic 
practice. For painters, printmakers 
and sculptors and those who draw, 
there can be quite an accumulation. 
For sculptors, in particular, clutter 

can get very serious. Imagine Rosalie 
Gascoigne’s storage area for all 
those wonderful found objects she 
had, just waiting to be made into a 
masterpiece. The home studio of 
Australia’s master sculptor, Robert 
Klippel, in Birchgrove had 20 rooms, 
including one for metalwork, one 
for wood work, and one for collage, 

by . unt

Essential Storage Ideas

Works on Paper
It’s a fact that 

people who make 
art tend to have far 

more ‘stuff’ than 
those who don’t.
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each containing thousands of items 
on tables, benches and the floor. 
He moved amongst them, working 
in an infatigable way, to create his 
sculptures. According to gallerist and 
friend Frank Watters, Klippel would go 
into a room and work on a sculpture 
for a time, but then shut the door 
and move on to another room, not 
returning to the unfinished work for a 
considerable period. There is a story 
of an unfortunate visitor to Klippel’s 
home blowing away what they thought 
to be some dust from a collage, 
sending hundreds of tiny pieces of 
paper (painstakingly assembled by the 
artist with tweezers)flying into the air, 
destroying the artist’s work. No wonder 
Klippel was reticent to have any but 
a trusted few visit his studio home. 

Of course, we don’t all have the 
luxury of such a large space to work 
with, and that’s where practical 
solutions and space saving become 
important. In the following issues, I will 
be looking at works on paper, painting 
and sculpture, and offering some 
ideas for the safe and easy storage 
of each medium. I will include many 

practical and cost effective solutions 
where possible, but in setting up a 
studio, some initial outlay will help to 
organise your space, and may protect 
your most important investment, 
your artwork. In this issue I will deal 
primarily with works on paper. 

Works on paper are by far the most 
sensitive artworks to store long term. 
Special care needs to be taken when 
storing them for a number of reasons. 
Paper is affected badly by light, and it 
will eventually yellow and disintegrate 
if left in direct sunlight. Pigments and 
pastels will fade if exposed to strong 
light over a period of time. So it is 
very important to store your paper in 
a light-fast way. You may have noticed 
when visiting the works on paper 
section of any major art gallery that 
the light levels are very low. This is 
because they the works cannot be 
displayed in a light above 75 lux in 
order to preserve them. Another great 
enemy of works on paper is the acid 
contained in board and non-archival 
paper. This will also discolour your 
artworks. Always use archival paper 
for your artwork as a rule. Mount 

“… in setting 
up a studio, 
some initial 
outlay will help 
to organise 
your space, 
and may 
protect your 
most important 
investment, 
your artwork.”
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your pictures on archival board with 
archival hinges, which can be found 
at your local framers or online. 

In the 1970s, it was popular to 
have works on paper mounted 
(glued) onto hard board or masonite. 
Unfortunately, these works can be 
quite discoloured by this mounting 
technique because acid can leak 
from the glue which holds the wood 
fibres of the board together. Paper will 
react badly to being damp, of course. 
Dampness will create spots called 
“foxing”(as seen above), which can 
be fixed by a paper conservator but at 
considerable expense. Finally, insects 
– they have absolutely no respect 
for artworks, and will happily munch 
through your etchings and make a 
house among your life drawings, 
and worst of all, do it very quietly. 

To avoid all these pitfalls, lets look at 
the best storage solutions for paper. 
Ideally, invest in some plan draws. 
These draws can be made of metal or 
wood, and come in a range of prices. 
The advantage of a metal draw over 
wood is its fire resistance. Horizontal 

plan cabinets were originally used 
to store maps, architectural and 
engineering plans and drawings. 
They have a large flat tray, and can 
have an internal metal lip which folds 
down to hold your paper in place. 
Their dimensions vary and the height 
depends also on the number of 
draws. A typical set of draws would 
be 45cm high, 95cm wide and 68cm 
deep, but a a width of around 140cm 
is obtainable for larger sheets of 
paper. The largest standard size 
sheet of paper is A0, which is 118.9 
cm x 84.1 cm, and it is possible to 
find plan draws which fit a full sheet. 
Two suppliers of plan draws include 
Compact Systems and Brownbuilt 
Systems, which both produce draws 
in a powder-coated finish. You could 
also shop around for a second-hand 
set, and it is sometimes possible 
to find them in an auction or online. 
I picked my set up when the old 
Mapping Authority was selling them 
off for $170- they might have a few 
dings but they do the job very well. 

Make sure your works are placed 

“To avoid 
foxing, insects 

and mould, 
make sure 

your studio 
is not too 

humid. Invest 
in a humidity 

monitor. ”
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flat in the draw. Run your hand across 
them to ensure the corners are not 
curled up and catching on the top 
of the draw. To avoid indentations 
by the hinged metal flap that holds 
the edges down, I take a couple of 
pieces of bubble wrap and create a 
small pillow which I place between the 
metal flap and the art works. Since 
acidity migrates, don’t store other 
highly acidic papers or materials, 
such as newspaper clippings, letters, 
books and journals, with your artworks 
on paper. Keep the top draws for 
your new paper, one for cartridge and 
pastel paper and one for high-grade 
expensive papers, such as Arches or 
Hahnemüle, if you are lucky enough 
to be using them. Underneath these, 
keep your drawings and pastels 
and your etchings in separate draws 
because powdered media may rub 
off onto your prints. You can also 
buy acid-free tissue paper, which 
you can place in between each 
work on paper to avoid transference 
of pastel, ink or charcoal and to 
protect the surface of your image. 

To avoid foxing, insects and mould, 
make sure your studio is not too humid. 
Invest in a humidity monitor. Ideally, 
the humidity should rest between 57 
and 65%. If the humidity exceeds 
this level, you will have a mould 
problem with works on paper and with 
paintings, and I strongly recommend 
you buy a dehumidifier to control the 
moisture levels. Dehumidifiers are 
available at places such as Bing Lee, 
and cost around $300. Controlling 
the humidity will also decrease the 
likelihood of insects invading your 
space . Silverfish, for example, enjoy 
humidity levels of 75% and above 
-they love the tropics. Keep insects 
at bay also by wiping draws down 
on a regular basis ( every couple of 
months). You can use most cleaning 
products ( Boric acid is recommended 
for silverfish) but the critical thing is to 
make sure you carefully wipe away 
all the residue afterward because 
some cleaning products are highly 
acidic. I wouldn’t recommend leaving 
mothballs or other insect repellents 
inside the draws because they will 
also be detrimental to your art works. 

If your works are too large to store 
in your plan draws, or as a cheap and 
temporary storage measure until you 
get some draws, here is a handy hint: 
buy or recycle a large postal packing 
tube. Remember, the cardboard in 
these tubes is not archival quality. 
So wrap your artworks with acid-free 
tissue before rolling them and placing 
them inside carefully. If you have 
larger works on paper or paintings, 
you can also use PVC pipe cut into 
appropriate lengths place plastic 
bubble wrap with tape to seal both 
ends of the tube. Make sure you label 
each of your storage tubes well so 
you don’t have to open every one if 
your looking for something, and stack 
the tubes in a safe corner. I must 
emphasize that this storage method 
is only good for temporary storage. 

If you haven’t the space right now 
for plan draws, you could make a folio 
or a box from acid-free cardboard, 
which can be bought at an art 
supply shop. Make sure you ask for 
acid-free board, or your paper will 
yellow. Alternatively, there are some 
wonderful archival storage solutions 
online: try www.printfile.com or www.
albox.com.au ( which is a sustainable 
product company), or for larger 
boxes www.archivalsurvival.com.au. 

“If you haven’t the 
space right now 
for plan draws, you 
could make a folio 
or a box from acid-
free cardboard, 
which can be 
bought at an art 
supply shop.” 
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I Can’t  
Draw a 

Straight Line
By Phil Frankel
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Greetings! Have you ever seen 
someone hypnotized? They 
often do strange things such 

as acting as if their foot is glued 
to the floor. Have you hypnotized 
yourself into not being able to draw? 

How many times have I heard 
people say “I can’t even draw a 
straight line?”  Is that the ultimate 
test of artistic ability? How 
important is drawing anyway?

Using the tools of the trade
Would you expect a carpenter to 
build a house without a hammer, or 
it’s technological equivalent, a nail 
gun? Would you trust a mechanic 
who comes to work without a 
set of spanners? How about a 
hairdresser with blunt scissors? 
Every craft has a set of “tools of 
the trade”. What are ours? 

Our tools are brushes, knives, 
paint, palette, rags, etc. How we 
use them is termed technique.

Just as a chef has to learn the 
technique of using a knife safely, so 
do we need to learn a number of 
techniques for each of our tools. For 
each technique, we have unlimited 
options – that’s what makes art 
so versatile and so much fun.

For instance, consider the 
technique known as stippling. I can 
get a huge range of different effects 
by my choice of media or tool. I 

could use pastel, pencil, charcoal 
or even the end of a stick dipped 
in ink. I could use a coarse sponge 
or fine, tissue, steel wool, or rag. 
Then again, I could choose to use 
a round brush, flat, filbert or fan 
brush – either end on, or by slapping 
it, side on. My next choice involves 
using impasto or thinned paint.

The range of techniques available 
to us is likewise, unlimited. To name 
a few, we can cross hatch, pour, 
blend, splatter, scrape, under-paint, 
glaze, and the list goes on. We can 
find them explained in books or 
videos, and demonstrated by featured 
artists in magazines like this one. 
But we only learn them when we 
apply the knowledge we accumulate 
into our own art. Sometimes they 
will work, sometimes they won’t. 
Don’t be discouraged if they don’t. 
Our “failures” can be our greatest 
successes – if they encourage 
us to experiment and grow.

In one of my recent assignments, 
I had to create a simple design and 
paint it with two different colours of 
the same tone. My first attempt was 
close and I was prepared to hand 
it in. Just before I did so, I decided 
that “close-enough” was no longer 
“good-enough” for me anymore, so I 
re-did it. This time I got it right, to the 
extent that a black and white photo 
of it showed up as a uniformly flat 

“Just as a chef 
has to learn the 
technique of 
using a knife 
safely, so do 
we need to 
learn a number 
of techniques 
for each of our 
tools. For each 
technique, we 
have unlimited 
options – that’s 
what makes art 
so versatile and 
so much fun.”

Above: Jaguar Eating Hare

Opposite page: Murphy’s 
Creek Bridge
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grey page, even though the colours 
I used were French Ultramarine 
and Yellow Ochre (mixed with 
varying amounts of white).

Helping Others
I was once told that you are not a 
brilliant person unless you share 
your knowledge. Think on that 
statement for a moment please! 

My cousin trained as a mechanic. 
He hated every minute of it, and 
once qualified, refused to touch 
a car other than to drive it. The 
knowledge he gained was wasted.

Once learned, we must not be 
afraid to share our knowledge. 
Often you will find that an artist 

does some “off-screen” work in a 
video demonstration of a painting. 
Little reference is made to it, but it 
lifts the painting to another level. 

I have done courses where the 
artist I came to learn from, hid 
certain aspects of his paintings when 
demonstrating. In one particular 
instance the artist used his body 
to hide what he was doing as he 
demonstrated. Later on, during a 
break, this same “teacher” slipped 
back into the room and adjusted 
his work. When I questioned 
him, he stated that he was just 
“touching up” here and there, but 
refused to be specific about it. 

I often used to wonder – “How did 
they get from the last stage to the 
one shown?” Perhaps people like this 
are afraid that they are giving away 
their “trade secrets”.  If someone 
takes your knowledge and creates 
something better than you can – it 
was going to happen anyway. I 
say; be happy in knowing that you 
played a part in their learning.

We can share our knowledge in 
one of two ways. First, by offering 
advice to those who ask us for it. 
This can ultimately lead us down a 
teaching path. Those of you who 
hold to the adage “if you can’t do 
it – teach it” have never taught 
(in the true sense of the word).

Secondly, by using these 
techniques within our work, we 
demonstrate their usage.

So, now that we have the tools 
and techniques to use them, where 
do we go next. Can I simply grab 
a brush and slap some paint on a 
canvas? Well! Yes you can – but 
don’t expect anyone except a child 
or family member to think much of it.

Just as you need plans to build 
a house, a recipe to make a 
cake, or a pattern to sew a shirt, 
a painting needs to be mapped 
out first. Even abstract art, which 
is not meant to represent the 
outward appearance of people or 
objects, relies on pictorial elements 
to depict the subject matter. 
You might like to look up Roy 
Lichtenstein’s Cow Triptych on the 
internet (reference below) to see 
how he has planned and morphed 
a cow into an abstract design.

Just as you need plans to build a house, a 

recipe to make a cake, or a pattern to sew a 

shirt, a painting needs to be mapped out first. 

Above: Jimboomba Shed
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Pictorial Elements
The elements that combine together 
to produce a work of art are called 
pictorial elements. They are generally 
regarded to be line, shape, form, 
tone, colour and texture. You will 
find variation and / or additions 
to these when you read various 
authors. I think that doing so only 
complicates things, and gives us 
more to learn than is really necessary. 

For instance, one author I 
read, regarded ‘design’ as a 
pictorial element. My personal 
thoughts are that design is simply 
a rearrangement of the above 
mentioned elements, such that they 
lie within, or extending beyond, the 
picture format (boundaries). Eg: 

shape to there; or, 

into a 3D form; or, 

between this shape and that.

To Draw or Not to Draw 
To get an accurate line, shape or 
form implies drawing skills. A lot of 
artists, and some who teach, say 
you don’t have to be able to draw, 
to paint. Although I do not entirely 
agree, I believe this statement has 
merit. I have attended courses 
where I have seen good work 
produced by students who claim 
they have no drawing skills. However, 
I believe that you are limiting your 
growth by continuing this way.

Quite often, this exemplifies itself 
when you attempt to do something 
like putting a shed into a landscape. 
People who have had little practice 
in drawing (Notice! I did NOT say 
“can’t draw”. If you can sign your 
name, you ARE drawing) usually 
produce something that looks 
“wrong”, and when this happens, 
frustration sets in because they 
don’t know how to rectify it.

A little practise drawing objects 
such as match boxes, fruit, or a drink 
bottle from various points of view 
will make a lot of difference to how 
well you draw. To that end, I have 

included a sketch of a glass that I 
copied from a painting by Velasquez 
– “The Waterseller in Seville”.

If you look it up on the internet, you 
will see this glass is a fraction of the 
painting’s total size, but it is a most 
important form, and the focus of the 
painting. Get it wrong and the whole 
painting collapses. (I have deliberately 
displayed my first attempt, which 
is not quite correct – can you 
identify where I need to alter it?)

Line, shape, form and tone are 
probably the major pictorial elements 
associated with drawing, especially 
if you use pen and ink, or charcoal 
or pencil. A little practise will go a 
long way to removing your fears 
and improving your paintings.

Learning to See
We see what we expect to 
see; and don’t see what we 
don’t expect to see.

When I was about 19, my mother 
was constantly “nagging” me to shave. 
When she stopped, about 3 weeks 
later, I shaved. It took 2 days before 
one of her friends mentioned that I had 
shaved – my mother hadn’t noticed.

As artists, we must learn to see.
To get a general picture of 

what you want to draw, look at 
the outside contours, and notice 
the empty spaces. Eg. I have 
drawn a handbag and strap. 

To get specifics, examine the 
different components and how they 
fit together. To create form, look at 
the way shadow and light fall on, 
and around the object/scene.

Conclusion
In previous issues of this magazine, 
Brett Jones has given wonderful 
advice on drawing, as well as 
worthwhile exercises for you to follow. 
I urge you to give yourself a treat; 
re-read those articles and have a 
go. You won’t regret the time spent. 
You may not be happy with your first 
results, but don’t forget, Leonardo 
had fifty years of practice, and you 
have only been at it for five minutes.

Until next time, happy painting. �

About the Author
Having finished my working 
career and now being 
retired, I started to paint 
seriously, and liked it.

I always thought I could paint, 
despite criticism of my early 
attempts whilst working, raising 
a family, etc. This year I decided 
to immerse myself; to make 
myself as good an artist as I can 
be, by enrolling in a Bachelor 
of Arts (Fine Art and Visual 
Culture) at Curtin University.

Ref: 
http://www.artbrokerage.
com/artist/Roy-Lichtenstein/
Cow-Going-Abstract-I--
II--III--Triptych-8393
(Accessed 17 Aug, 2011)
http://www.abcgallery.com/V/
velazquez/velazquez9.html
(Accessed 17 Aug, 2011)

Sketch copied 
from a painting 
by Velasquez – 
“The Waterseller 
in Seville”.

Handbag 
and strap
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Contributed

Artists’ Paints

Artist Tom Robb prepared this article 
about a wonderful artists’ product 
which he tested recently. The article 
first appeared in the November issue 
of ‘the Artist’ magazine and it has been 
reproduced with their permission.

Daler-Rowney introduced the 
first Artists’ Acrylic Colours to 
Europe in 1963. Since then there 
has been a constant programme 
of technical improvement, and 
today Cryla continues to surpass 
every international standard.

The Cryla Artists’ Heavy Body 
Acrylic Colours’ main characteristic 
is the thick buttery consistency. 
The paints have a very uniform and 
even eggshell finish across the 
entire range of colours and there is 
minimal colour shift from wet to dry.

The consistency is such that 
when applied in heavy impasto, with 
brush or knife, the paints retain the 
intended texture – which is important 
when these techniques are used.

Among the new colours available 
are yellows, blue, violet, greens, 
reds, browns, blacks and metallics. 
These new colours are a most helpful 
addition to the existing range of Cryla 
acrylics. Many artists will find them 
useful for extending their palette 
colours, especially as they can be 
used straight from the tube without 
the addition of any other colour.

The metallics of course have their 
own particular uses and have a 
brilliant light reflective appearance; 

they add particular interest when 
mixed with other non-metallic colours.

It’s worth trying out all the colours 
in this new range as you may want to 
add some to your permanent palette.

Orange Box – Daler-Rowney Cryla 
Artists’ Heavy Body Acrylic Colour 
is available from good art shops.

Image 1: ‘Evening Harbour’, Cryla 
Heavy Body Acrylic, 16 x 12 inches 
(40.5 x 30.5 cm). The new range of 
colours includes Naples Yellow, Metallic 
White and Indian Yellow. Here these 
three colours were used extensively in 
heavy brushwork together with Metallic 
Black, Carbon Black and Manganese 
Blue Hue. Painting quickly and heavily, 
I took advantage of the quick-drying 
properties of the paint to use a dry 
brushing technique to explore the 
shapes and colours of the boats; 
the brilliance of the white and yellow 
quickly produced the desired image. 
Some paints produce a glossy finish 
when applied very heavily, but these 
have a pleasant eggshell finish. The 
heavy dry brushed impasto paint of 
the boats works well in contrast to the 
sky and sea on the horizon. The boats 
come forward from the background 
both in tone and texture, and provide 
a successful feeling of distance. The 
Naples Yellow seems an odd colour 
to use for clouds, but in this particular 
case the strong evening sun is reflected 
in the clouds and the water. Here the 
Naples Yellow was used straight from 

One of the most fundamental elements of creativity for many artists is paint. 
The range of options is enormous. There are numerous manufacturers offering 
quality products to suit almost every conceivable painting style. Here are some 

outstanding products from a few of your favourite art materials suppliers.

CRYLA ARTISTS’ HEAVY BODY ACRYLIC COLOURS FROM S&S WHOLESALE

Image 1

Image 2

72   Artist’s Back to Basics

Buyer ’s Guide



the tube and was the perfect colour to
capture this image of warmth, reflected
light and fading sun. The variety that
can be achieved in washes or heavy
dry brushwork is most impressive.

Image 2: ‘Beach in Portugal’, Cryla
Heavy Body Acrylics, 16 x 12 inches
(40.5 x 30.5 cm). Acrylic paint in
any form can be used to exploit its
advantages in flat areas of colour
and hard-edge finish. Here I used the
two new blues for the sky – Cobalt
Chromite Blue Red Shade and Cobalt
Chromite Blue Green Shade. The two
greens of the sea in the middle of the
picture are Cobalt Chromite Green
and Yellow Green. The foreground is
Naples Yellow and Indian Yellow Hue.
The rocks on either side are mixtures
of the Metallic Black and Carbon
Black with Vandyke Brown Hue and
Naples Yellow Hue. A brush was used
for the flat areas of colour and the
rocks and foreground were painted
using a palette knife in addition to
heavy brushwork. The Cryla Heavy
Body colours are particularly well
suited for this and clearly designed
to be used very thickly, with painting
knives or by spreading the paint
on by any other means in addition
to very heavy impasto brushwork.
The rocks on either side of the
painting exploit what can be done
with brush and knife, and contrast
strongly with the flat areas of
colour in the sea and the beach.

Image 3: ‘Beach and Sailboats’, Cryla
Heavy Body Acrylic, 12 x 16 inches
(30.5 x 40.5 cm). This was painted as
you would expect any picture in oil
or acrylic paint to be painted. There
are washes, some heavy painting in

the foreground and on the white sails,
and a reasonably even distribution on
the sky. The paint is very strong and
powerful and the white obliterates
anything underneath very positively.
The thick creamy consistency of the
paint makes it very easy to use and,
for what might be called ‘normal
painting’, very little water is needed to
produce an ideal consistency of paint.
The strength of colour and its quick-
drying qualities combine to provide
a most rewarding combination for
painting quick sketches outdoors.

Image 4: ‘A Yacht in Cornwall’, Cryla
Heavy Body Acrylic, 12 x 16 inches
(30.5 x 40.5 cm). The advantage of
this paint is that it handles extremely
well when used thickly. However,
some artists will want to use it in
thin washes because of its high
pigmentation and clarity of colour. So,
somewhat unusually, this picture was
done in thin washes of colour that
were virtually watercolour washes –
simply to see what this paint would
do under these conditions – as
many artists do use acrylics in this
way. Here the pigment was most
successful. The colours were clear,
brilliant and easily managed. The
intentional dark colours behind the
white yacht were chosen simply to
see what variety could be achieved
from a few of the new colours, and
here Ultramarine Blue Green Shade
was used with Cobalt Chromite
Blue Red Shade and Cobalt
Chromite Blue Green Shade.

Please contact S&S Wholesale
Customer Service by telephone
on 1300 731 529 for further
information and stockists.

Image 3 Image 4

The Cryla Artists’ 
Heavy Body 
Acrylic Colours’ 
main characteristic 
is the thick buttery 
consistency …
The consistency 
is such that when 
applied in heavy 
impasto, with 
brush or knife, 
the paints retain 
the intended 
texture – which is 
important when 
these techniques 
are used.
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Chroma is an Australian company that 
has been committed to providing high 
quality paint for artists, teachers and 
students for over 40 years. Founded 
in 1965 by artist and school teacher, 
Jim Cobb, Chroma’s focus has 
always been on the development of 
innovative new products rather than 
being tied down to old conventions 
and limitations. As a result, the 
company has created some of 
Australia’s most loved paint brands.

Atelier Interactive Professional 
Artists’ Acrylic is highly pigmented 
and lightfast with a thick and creamy 
consistency that dries to a beautiful 
matte/satin finish. This versatile paint 
has a unique formula that allows it 
to be re-opened for extended wet-
in-wet blending techniques; or it 
can be used just like a conventional 
fast drying acrylic as well. Atelier 
Interactive dries at the same rate as 
conventional acrylics – however as it 
dries it doesn’t form a skin like other 
products do. Instead, as moisture 
evaporates, Interactive will gradually 
go from wet, to tacky, to touch-dry, 
before it finally becomes fully cured. 
If you want to develop a painting 
quickly you can just let the paint dry 
and use the traditional wet-over-dry 
acrylic painting techniques like glazing 
and scumbling. However if, like most 
artists, you need some extra time to 
blend and adjust your work then use 
a water sprayer or a damp brush to 
rehydrate your painting. When the 
paint becomes tacky or even after 
it has dried, give it a little mist of 
water and you can keep on working 
wet-in-wet for as long as you like.

Atelier Interactive offers the speed 
and simplicity of an acrylic with 
the option of extended wet-in-wet 
blending times, previously only 
possible with oil paints. The added 
benefit of Atelier Interactive is that 
when you have finished blending, the 
paint will dry off quickly and you can 
progress to the next stage rather than 
waiting for days or weeks like oils.

Atelier Interactive is an incredibly 
versatile paint when used straight 

from the tube and it has been 
designed to work well for a range of 
fast and slow drying techniques with 
no need for the use of mediums; 
however when combined with 
mediums the entire painting process 
can be greatly enhanced. There is an 
extensive range of Atelier mediums 
available that can be used to adjust 
the qualities of the paint … and 
here are some of the most popular 
ones: Atelier Impasto Gel for heavy 
impasto effects; Atelier Clear Painting 
Medium is used to dilute the paint for 
blending, glazing and slows drying 
time; Fast Medium/Fixer can be mixed 
with the paint to return it to a more 
conventional fast drying acrylic or 
can be used to seal a layer of paint 
so that it will not accidentally re-wet 
– useful for fast glazing and scratch 
back techniques; Slow and Thick 
Slow Mediums – these mediums will 
make Atelier Interactive stay open 
longer and be more easily re-opened 
with water – great for extended wet-in-
wet blending sessions (use the thick 
version to maintain a heavy bodied 
consistency or the Slow Medium 
to thin the paint down); Unlocking 
Formula will allow you to rewet a layer 
of Atelier Interactive even after it has 
been dry for a day or two; Matte/Satin/
Gloss Medium and Varnish can be 
used to adjust the sheen of the paint, 
either as a final varnish or mixed 
in with the paint as a medium; and 
Matte/Satin/Invisible Chroma Solvent 
finishing varnishes are recommended 
for use with Atelier Interactive because 
they are strippable which means that 
if there is a problem you can easily 
remove them, and being solvent 
based they will not accidentally 
rewet an uncured layer of paint.

Atelier Interactive is the most 
interesting development in acrylics 
since they were first introduced in 
the 1960s. To help you learn how 
to use this exciting product there 
is extensive information available 
on the Chroma website at www.
chromaonline.com and in the Chroma 
eNews email, Chroma Link, which 

AT CHROMA, IT’S ALL ABOUT THE PAINT!

Atelier Interactive 
Professional Artists’ 

Acrylic paint has 
a unique formula 

that allows it to 
be re-opened for 

extended wet-
in-wet blending 

techniques; or it 
can be used just 

like a conventional 
fast drying 

acrylic as well.
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contains links to all the most up-to-
date tips, techniques and video 
demonstrations. The new ‘Using 
Atelier Interactive’ DVD featuring 
Mitch Waite is a great introduction to 
the paint and is available direct from 
Chroma – telephone 1800 023 935.

Archival Professional Artists’ Oils, 
like traditional oils, are linseed based 
with a rich buttery consistency and 
intense lightfast colours. But Archival 
is more than just another high quality 
oil. It has a distinct technological 
edge over other oil paints because 
it contains a special modified 
polymer that makes it permanently 
flexible. This flexibility offers unlimited 
freedom of technique and when you 
paint with Archival Oils you don’t 
need to worry about the traditional 
oil painting rules like fat over lean 
and so on. An Archival painting 
never becomes brittle or cracks, no 
matter how much you punish it!

The slow drying time of oils can 
be a frustration, especially for art 
students who regularly need to 
have artwork ready for assessment 
deadlines. It is possible to speed the 
drying time of Archival Oils by using 
the product with the alkyd based 
Archival Odourless Mediums, or 
replacing your Titanium White with 
Archival Fast Drying White. All the 
Archival Odourless Mediums are fast 
drying except for the Classic Medium 
which is linseed based and dries at 
the traditional slow rate. Lean Medium 
is a liquid, and dries in one to two 
days; Fat Medium is a liquid and 
dries in about one day and increases 
gloss and reduces brush marks; 
Classic Medium is a liquid and dries 
in about five days. Smooth Gel is a 
paste, bodied like the paint, and is 
used to stabilise impasto and speed 
drying; or it can just be added to the 
paint to make it move more easily 
and dry quickly without losing any 
brush marks. Smooth Gel dries in one 
to two days or longer, depending on 
the thickness of application. Texture 
Gel is a paste like Smooth Gel, with 
a rough gritty feel. Flow Gel is a soft 

gel verging on liquid for more fluid 
techniques – it dries in one to two 
days. Fast Drying White dries in about 
one to two days; while the standard 
Titanium White takes about five days.

By using a slow drying linseed 
based paint with fast drying Alkyd 
mediums, you can keep the paint 
wet on your palette but have it dry 
quickly once it is mixed with the 
mediums and applied to the canvas.

As the name suggests, Archival 
Odourless Mediums have a very 
low odour – in fact the Odourless 
Solvent has virtually no smell at all. 
The oil paints only have a very slight 
odour and don’t contain any harmful 
solvents. It has always been the turps 
based mediums which have made oil 
painting such a smelly and hazardous 
exercise. Archival Odourless mediums 
evaporate very slowly and are 
much less toxic than turps based 
mediums – but as they are a solvent 
some ventilation is still required.

The Archival Oils Gold Series is 
a selection of the most useful 20 
colours in Series One. It is great 
for art students and amateurs who 
want to limit their costs and also for 
professionals who use big quantities 
of paint. The Gold Series has a 
complete mixing palette all at a low 
Series One price – which means that 
even art students can now afford a 
professional quality, highly pigmented, 
lightfast oil paint rather than having 
to settle for student grade paints 
which contain fugitive colours or low 
pigment loads. The Archival Oils 
Gold Series is sold along with the 
full range of Archival colours and is 
available in 40ml, 120ml and 300ml 
cartridges for selected colours.

Jo Sonja’s Matte Fluid Acrylic is a 
professional quality, highly pigmented 
and lightfast acrylic. It has a creamy 
flowing consistency with a velvet 
matte finish and is perfect for artists 
who require an even smooth result, 
flowing brush strokes, and fine details. 
The paint also dilutes beautifully for 
watercolour effects; and the even 
matte finish makes it suitable for use 

The Archival Oils 
Gold Series is a 
selection of the 
most useful 20 
colours in Series 
One. It is great 
for art students 
and amateurs who 
want to limit their 
costs and also 
for professionals 
who use big 
quantities of paint. 
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You may be familiar with painting 
with colours out of a ready-to-use 
tube. But there is another option. We 
explain how easy it is to mix your 
own colours using the Fragonard 
range of pigments from Pébéo.

Any artist with a passion for 
traditional craftmanship or greater 
creative control will know that 
mixing your own colours using dry 
ground pigments offers an exciting 
extension to the creative process.

Pigments are the heart of all colour. 
The range of 30 Fragonard mono 
pigments from Pébéo offers you the 
opportunity to make your own colours. 
Mono pigments are purer than those 
made by mixing two or more colours; 
therefore bright and clean colours 
are always guaranteed without 
the risk of obtaining dirty greys.

Making colours with pigments 
is simple. Because Fragonard 
pigments are preground into a fine 
powder, colour preparation does 
not require any special equipment. 
All you’ll need is a brush or palette 
knife. It is quick and easy to do; 
however, some pigments are 
coarser and harder than others and 
need to be ground for longer.

To make your colours, you need 
pigments and the Fragonard 
pigment binder which corresponds 
to the paint you want to obtain – oil, 
acrylic, gouache, watercolour or 
wax. Pigments need to be mixed 
with a binder to become a paint. The 
binder helps to ‘lock in’ the colour; 
acts as an adhesive between the 

colour and ground; and can enhance 
the depth and tone of the pigment. 
Depending on the technique, the 
paste consistency will be different.

The proportions depend on 
the quantity of colour desired, 
its consistency and intensity. It is 
recommended to start with small 
quantities of pigment and then 
sprinkle the pigment on the binder. 
This technique is used to work as 
cleanly as possible and to avoid 
obtaining clusters. You can also 
use a range of Fragonard grinding 
binders to help the pigment 
particles dilute into the binder. 
This paste can be used as it is 
or mixed with other auxiliaries.

The Fragonard watercolour binder 
from Pébéo allows for the exact 
reproduction of the consistency and 
composition of watercolours found 
in tubes or half-pans. The prepared 
paste with the watercolour binder 
is ready to use as many times as 
necessary by diluting it with water. It 
is recommended to have an empty 
watercolour box to store your colours.

The Fragonard gouache binder 
from Pébéo allows for the exact 
reproduction of the consistency and 
composition of gouache found in 
tubes. The prepared paste can be 
diluted with water and has the opacity 
and matt characteristics of gouache.

The Fragonard acrylic and oil 
binders from Pébéo, mixed with 
the pigments, will result in a colour 
of rather fluid consistency – which 
eases the mixing process between 

as an acrylic alternative to gouache. 
Jo Sonja’s is well known as a popular 
paint amongst decorative artists, 
but it is also used by professional 
fine artists who prefer a low viscosity 
paint. There is a wide range of Jo 
Sonja’s Mediums available that can 
be used for decorative art techniques 
and also allow the paint to be applied 

to virtually any surface – including 
wood, metal and glass. Jo Sonja’s 
can also be used with the Atelier 
Mediums and the Atelier Interactive 
acrylics for fine art applications.

More information about  
quality artists’ paints is available from 
Chroma – telephone 02 9457 9922. 

NATIONAL ART MATERIALS DISCUSSES THE PLEASURES OF PIGMENTS

The range of 30 
Fragonard mono 

pigments from 
Pébéo offers you the 
opportunity to make 

your own colours.
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the pigment and binder. If necessary, the viscosity of 
the colour can be obtained by adding coating medium.

Acrylic: For a medium  
consistency paste, pigments plus acrylic grinding 
binder plus Bindex; for a thick consistency paste, 
pigments plus acrylic grinding binder plus matt 
or gloss gel; for an even thicker paste, pigments 
plus acrylic grinding binder plus heavy gel.

Oil: For a medium consistency paste, pigments plus 
oil grinding binder plus Fragonard gel medium; for a 
thick consistency paste, pigments plus oil grinding 
binder plus Dutch or Florentine medium; for a thicker 
consistency paste, pigments plus oil grinding binder 
plus heavy gel; for an even thicker paste, pigments 
plus oil grinding binder plus coating medium.

Bees wax diluted with turpentine and mixed with 
pigments gives a matt paste that is perfect to apply 
with a painting knife. Fragonard’s synthetic bees 
wax from Pébéo is guaranteed to be pure. The 
encaustic technique consists of heating the wax 
and then mixing the pigments with the hot paste. 
The pigments diffuse quickly in the hot wax.

Fragonard pigments and binders are 
available at selected art materials retailers.

For more information or the location of your nearest 
stockist, please visit www.nationalart.com.au or contact 
National Art Materials by telephone on 03 9720 3322.
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Originally made from basics of water 
and stone, paint has come a long way. 
Vincent Van Gogh once said, “Paintings 
have a life of their own that derives 
from the painter’s soul.” The products 
an artist uses should feed the soul. 
Micador Group believes that artists’ 
products should cause creativity.

The Roymac brand, part of the 
Australian owned family business 
Micador Group, provides one of 
Australia’s favourite ranges of products 
for artists. The market leader in brushes 
for artists since 1960, Roymac uses its 
knowledge and experience to create 
colour products that you will love to 
create with. They are what artists want.

Roymac Rains Watercolour Paint 
draws its roots from Australian water 
and Australian stones. Its colour 
range illustrates the burnt Australian 
Outback, while its fine quality single 
pigments illustrate a contemporary 
level of painting excellence. High 
quality binders keep the pigments 
moist and hold the colour well when 
diluted, also allowing for easy lifting 
of colour to reveal the undertone. The 
paint has excellent lightfastness and 
terrific granulation for atmospheric 
effects. The paint blends easily 
without disturbing the transparency 
and the pigments magnificently 
allow richness of colour going from 
dark to light with vivid lucidity.

The range was developed 
in conjunction with renowned 
Australian watercolourist, Terry 
Jarvis, who now works exclusively 
with Roymac Rains Watercolours 
and Roymac Rains Watercolour 

Paper and Roymac Brushes.
Another quality watercolour paint 

brought to you by Micador Group is 
the Koh-I-Noor Watercolour Discs. 
Koh-I-Noor is Central and Eastern 
Europe’s largest art, school and 
office stationery manufacturer and 
Micador Group is proud to be the 
exclusive Australian partner of a brand 
whose products have been based 
on quality and tradition since 1790.

Koh-I-Noor Watercolour Discs 
provide an excellent palette of colours 
to suit both landscape and portrait 
watercolourists. Each disc contains six 
long-lasting watercolours with quality 
pigment. The discs twist together to 
form a compact, organised tower, 
making the product an ideal field kit. 
The range also includes Brilliant 12s 
with truer colour and brighter pigments.

Micador Group is greatly 
encouraged that recently introduced 
cheap Chinese copies of the 
discs have only caused a positive 
increase in sales of the real thing.

As an artist, you know that a 
complementing relationship between 
yourself and your paint is important – 
which is why Roymac and Koh-I-Noor 
have done the work for you. They 
have created quality products that 
you will love to create with, so all you 
need to do is focus on adding light to 
the canvas. Your creativity – and the 
products to help you – will do the rest.

Call Micador Group on 1800 628 878 
for more information on this and other 
quality artists’ requirements … or 
email: questions@micador.com.au

FEED THE ARTISTIC SOUL WITH PAINT FROM MICADOR GROUP

Roymac Rains 
Watercolour 
Paint’s high 

quality binders 
keep the 

pigments moist 
and hold the 

colour well 
when diluted, 

also allowing for 
easy lifting of 

colour to reveal 
the undertone. 
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Lefranc & Bourgeois Oils represents 
more than 300 years of history in 
the making. Professional artists 
have trusted Lefranc & Bourgeois 
Oils for more than three centuries to 
deliver exceptional quality results.

Since its beginnings in France in 
1720, the company has continually 
combined tradition and modernity to 
give artists new means of expression.

In 1841, John Goffe Rand developed 
a revolutionary system for transporting 
colours – tin tubes sealed with a 
cork plug. Alexandre Lefranc took 
this idea further, creating hermetically 
sealed capped tubes filled with the 
most reputed series of artists’ oils 
in the land. Naples Yellow was then 
launched to much fanfare, and by the 
end of the 19th century Cezanne was 
using Lefranc & Bourgeois colours.

Today, this history of innovation 
and quality has continued with the 
fully reformulated Lefranc range.

Lefranc Artists’ Oil has the highest 
pigment levels of Lefranc & Bourgeois 
oil paints. Out of the 119 colours, 
almost half are composed of a 
single pigment – ensuring perfect 
stability and high covering power.

Superior in quality, the range 
offers superb lightfastness with 
90 per cent of Lefranc colours 
displaying a symbol that represents 
the highest lightfastness possible.

Transparent and opaque colours 
allow you to express your creativity, 
and blending is easy due to the 
extremely fine grinding of pigments 
during manufacture. Importantly, all 
Lefranc colour formulas are designed 
to dry uniformly to prevent accidents 
in drying (such as cracking).

The Lefranc range of 119 colours 
offers the highest quality, consistency 
and expressional attributes … to ensure 
the success of your high quality artwork.

Completing the Lefranc & 
Bourgeois range at an affordable 
price is the Louvre range of oil 
colours. Louvre offers artists 36 
colours in 60ml and 150ml tubes, and 
a 500ml tub. Twenty-two of the 36 
colours are single pigments; and ten 

contain two pigments ensuring good 
stability and covering power. Artists 
are once again given the opportunity 
to express their creativity with six 
transparent and 16 semi-transparent 
colours which give the artist freedom 
of expression at a great price.

Liquitex Acrylic Paints have been 
changing the face of 20th century 
painting. Andy Warhol, David Hockney 
and Helen Frankenthaler all changed 
the face of art in the 20th century … 
and they did it using Liquitex paints.

Liquitex was the first water based 
acrylic artists’ paint, and since 1955 it 
has always been concerned with the 
needs of professional artists. Developed 
by both artists and chemists, Liquitex 
represents one of the most versatile, 
intense and highly loaded permanent 
colour ranges on the market.

The range comes in two 
formulations: Soft body for a smooth 
even flow; and heavy body for easy 
brushability and thicker application. 
Intense and permanent colours are 
the hallmark of the soft body range, 
and with excellent pigment coverage 
the product is ideal for covering 
large surfaces; for fine line detail; 
and also for decorative painters.

With 100 colours, you can be 
sure to find one that suits in the 
Liquitex heavy body range. Perfect 
for thick/impasto application and 
painting techniques, Liquitex is 
flexible when dry and the thick film 
remains free of cracks and chips.

In addition to the widest array 
of professional colours, Liquitex 
offers the broadest possible range 
of acrylic mediums to inspire 
creativity at every stage of the 
painting process. Durabiltiy and 
versatitily are at the heart of the 
Liquitex acrylic paint range – and 
when combined with additives 
Liquitex can do almost anything 
to enable your creativity to flow.

Further information about these 
quality artists’ products is available 
from Canson Australia Pty Ltd – by 
telephone on 03 9701 8266.

LEFRANC & BOURGEOIS OILS AND LIQUITEX ACRYLICS FROM CANSON
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Derivan, the first company in 
Australia to manufacture acrylic 
paints, grew from two men who 
became friends after meeting over 
a drink in the 1950s. The company 
originally began in 1964 in a stable 
complex at Kings Cross in Sydney. 
The partners moved to larger 
premises in Alexandria in 1970, 
and from there to Mortlake where 
they remained until May 2009 when 
they outgrew their building again 
and moved to their current location 
at Rhodes – right on the water.

Derivan is a family company 
and although it has become a 
multinational operation, it is still 
run by the families of the two men 
who developed it from the early 
days. There are manufacturing 
sites spanning three continents, 
and Derivan products are sold 
in the USA, Canada, Asia, 
Europe, and South Africa.

Acrylics are the most versatile of 
paints. Many mediums can be mixed 
with them to produce countless different 
effects. The paint dries naturally to 
a satin smooth finish; however both 
matt and gloss mediums are available 
should an alternative finish be preferred.

If texture is required, then the sky’s 
the limit … with the addition of impasto 
or gel medium, or one or more of 
the 18 Matisse Dry Mediums. One of 
the benefits of acrylic paint is its fast 
drying time – however there is now a 
choice of two mediums to slow this 
down when required: Drying Retarder 
or Open Medium. Open Medium is a 
gel-like substance that will maintain 
the consistency of the paint, whereas 
Drying Retarder is a liquid and may 
dilute the paint a fraction (although 
such minimal quantities of Retarder 
are required that the effect would be 
negligible). Derivan recommends that 
artists do not use a hairdryer to aid in 
drying paint, as that will only dry the 
surface of the paint and may have 
adverse consequences if moisture is 
trapped underneath the dry top layer.

It is useful to understand the 
information on the tubes or jars of 

acrylics. Derivan’s range of Matisse 
artists’ acrylics, in both the tubes 
and the jar, are clearly marked down 
the right-hand side with ‘Flow’ or 
‘Structure’. A ‘swoosh’ of the actual 
colour has been hand-painted onto 
each tube. Under the swoosh (or 
in the case of jars, first) comes the 
name of the colour – for example 
Yellow Oxide. Below the name of the 
colour is the ‘Series’. Series range 
from Series 1 to Series 7 and relate 
to the price range of the pigment 
that produces the colour of the paint. 
Although all paints in a range are 
made in the same way, the cost of 
the pigments varies immensely as 
some pigments are available from 
only one country in the world.

Next comes a row of letters and 
numbers that is important to be 
aware of. Yellow Oxide says PY42, 
which means that it has a single 
yellow pigment. The majority of 
Matisse artists’ acrylics are single 
pigment colours which will give you 
a clearer cleaner blend when mixing 
colours together. However some 
colours have multiple pigments, 
for example Australian Sky Blue. 
This colour has PB29 (you guessed 
it, blue) and Pw6, a white. When 
acrylics are mixed with a medium 
to glaze (paint a transparent layer), 
colours containing a white pigment 
will veil the layer underneath to some 
extent, and this may not be what 
the artist intends. Nevertheless it is 
valid to glaze with a white pigment, 
but just to make it interesting it is 
not called glazing any more but 
‘sfumato’. Glazing with a white and 
a little colour added can be fantastic 
to make mountains recede into the 
distance in a landscape painting.

Understanding what pigments 
are contained in a colour can 
also aid in colour mixing.

Under the pigments is a row 
of asterisks which relate to the 
lightfastness of the pigments. The artist 
can be assured that all Matisse paints 
in the Flow and Structure ranges, and 
the inks and the background paints, 

DERIVAN IS STILL A LEADER IN ACRYLIC PAINTS

If texture is required, 
then the sky’s the 

limit … with the 
addition of impasto 

or gel medium, 
or one or more 

of the 18 Matisse 
Dry Mediums. 

One of the benefits 
of acrylic paint is 

its fast drying time 
– however there 
is now a choice 
of two mediums 

to slow this down 
when required.
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have an ASTM rating (American 
Standards and Testing Methods) of 1 
or 2 on a scale that goes from 1 (best) 
to 5. Four asterisks denotes a 1 rating 
and three asterisks denotes a 2 rating. 
Both these ratings are considered 
to have excellent lightfastness, with 
only ratings 3 to 5 being considered 
fugitive (pigments that will change 
over time with exposure to light).

Last is the conversion of the amount 
of paint (for example, 75ml) in the 
container to the US scale (2.53 fl oz).

Another feature of acrylic paints 
is that they are suitable for many 
surfaces. Slick surfaces should be 
pre-coated with a medium for the paint 
to adhere to. For more information, 
it is suggested that you acquire a 
copy of the Derivan Matisse Technical 
Guide – available from all good art 
shops. However the best way to 
learn more about acrylic paints is 
to use them. So … start painting!

For more information about brilliant 
Derivan products, contact  
David McLachlan by telephone 
on 02 9736 2022 or via email: 
sales@matisse.com.au

AUSTRALIAN
MADE &
OWNED

Pty Ltd 
 273 925

Unit 4/23 Leeds SW 2187
T: +61 2 9736 2022 F: +61 2 9736 3637

derivan@derivan.com.au
www.derivan.com.au

k ene y or lann

Open Medium

The
latestt
innoovvaatiioonn ffrroom

Open Medium, exclusive to Matisse, 
allows you more time to blend while 
maintaining the consistency of the paint. 
Matisse Structure Acrylics will retain 
their impasto quality, while Matisse Flow 
Acrylics will keep their smooth flowing 
feel. Open Medium allows the paint to be 
blended on the canvas for longer. Paint 
mixed with Open Medium will stay fresh on 
your palette for several hours, depending 
both on the weather conditions and the 
amount of Open Medium you have used. 

Your paint will acquire a smooth and 
buttery consistency, obtaining a beautiful 
glazed finish, almost like oil paint. Once 
you try Open Medium you’ll never want to 
be without it. 
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AN OUTSTANDING SELECTION OF ARTISTS’ PAINT PRODUCTS FROM JASCO

Winsor & Newton’s Artists’ Watercolour 
range offers a wide and balanced 
spectrum of 96 colours in Half 
Pans, Whole Pans and in 5ml 
and 14ml tubes. The benefits of 
using Large Pans is that they have 
13 times the surface area of half 
pans and are ideal for artists who 
want to paint on a large scale.

Both Artists’ Watercolour tube and 
pan colours are made individually to 
the highest standards. Pan colour is 
often used by beginners because it 
can be less inhibiting and easier to 
control the strength of colour. Tube 
colour is more popular overall, used 
by regular users, including those 
who use high volumes of colour 
or stronger washes of colour.

Many painters have both, as pan  
colours are useful when travelling  
and sketching.

In simple terms, a watercolour 
is produced by combining (or 
suspending) a pigment with a binder, 
for example, Gum Kordofan, a type 
of Gum Arabic. The formulations for 
Artists’ Watercolours are each unique 
and vary according to the nature and 
behaviour of each individual pigment.

Watercolour, more than any other 
medium, relies upon the variable 
characteristics of the pigments used. 
As it is essentially a staining technique, 
everything rests on the handling 
properties of the pigments; whether 
they can produce a smooth wash 
or a textured wash; how opaque or 
transparent they are; the brilliance and 
strength of their colour; and so on.

The world’s industries have also 
multiplied during the history of Winsor 
& Newton, leading to the continual 
development of new pigments. 
Plastics, ceramics, aviation and car 
industries have also needed stable, 
bright, dense colours – and this has 
been great news for artists. Today, 
Winsor & Newton Artists’ Watercolours 
contain an ever-widening range of 
high performance pigments, which 
ensures strength of colour and 
excellent brilliance combined with 
extremely high permanence ratings.

Winsor & Newton Artists’ Oil Colour 
is unmatched for its purity, quality and 
reliability. It has 120 colours in the 
range, offering the widest spectrum of 
all the Winsor & Newton oil ranges.

Every Winsor & Newton Artists’ 
Oil Colour is individually formulated 
to enhance each pigment’s natural 
characteristics and ensure stability 
of colour. By exercising maximum 
quality control throughout all stages 
of manufacture, and selecting 
the most suitable drying oils and 
method of pigment dispersion, 
the unique individual properties 
of each colour are preserved.

Artists’ Oil Colour uses the highest 
level of pigmentation consistent with 
the broadest handling properties. 
The quantity of pigment used 
provides covering power and tinting 
strength; leading to the saying 
‘artists’ quality goes further’.

Like all raw materials, pigments are 
available in various grades. Winsor 
& Newton uses only the purest of 
pigments ensuring the cleanest, 
brightest colours – which in turn 
produce the best colour mixtures. 
Combined with strength of colour, 
single pigments provide a wide colour 
range in themselves and offer cleaner, 
brighter mixtures with an infinite range 
of hues. This is particularly important 
for greens, violets and oranges.

The buttery consistency of Artists’ 
Oil Colour, together with the smell of 
linseed oil, are the two characteristics 
most admired by oil painters. These 
qualities are unbeaten by other media. 
The stiff consistency of Winsor & 
Newton colours can retain brush 
or palette knife marks, or it can be 
thinned to the very finest of glazes.

Winsor & Newton Artisan Water 
Mixable Oil Colour has been 
specifically developed to appear 
and work just like conventional oil 
colour. The key difference between 
Artisan and conventional oils is its 
ability to thin and clean up with 
water. Hazardous solvents are not 
necessary for Artisan, and artists can 
enjoy a safer painting environment.

Like all raw materials, 
pigments are 

available in various 
grades. Winsor & 

Newton uses only the 
purest of pigments 

ensuring the 
cleanest, brightest 
colours – which in 

turn produce the best 
colour mixtures. 
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There is no water within the 
formulation of Artisan. The linseed 
oil and safflower oil vehicles 
have been modified to allow the 
colour to accept water, creating 
a stable emulsion, while retaining 
the working characteristics of 
conventional oil colour.

The range has also been formulated 
with a high proportion of single 
pigments for brilliance of colour and 
clean colour mixing. The most suitable 
oil and methods for dispersion 
have been selected to bring out 
the individual characteristics – from 
opacity to natural transparency – of 
each pigment in the Artisan range.

The Artisan range consists of 40 
colours and has a dedicated range 
of 11 Artisan solvents, oils, mediums 
and varnishes – allowing you to 
achieve all oil painting techniques.

Winsor & Newton also has a 
new range of Artists’ Acrylics. What 
makes these acrylic paints so 
revolutionary is that Winsor & Newton 
has developed a new transparent 
binder that is translucent when wet 
and dries clear. This ensures there is 
virtually no shift in colour at all and 
colours remain as brilliant when dry 
as they are when wet. The result is 
a range that allows artists to match 
colours more easily from palette 
to canvas and see a painting as it 
will actually look when finished.

Artists’ Acrylics are unrivalled in 

their brilliance and depth of colour, 
bringing exceptional richness and 
intensity to paintings. The brilliance 
of Artists’ Acrylics can be seen in 
the clarity and purity of their colour 
which is evident when the colour is 
applied straight from the tube as 
well as in the thinnest of films.

The Artists’ Acrylic range consists 
of 80 colours spread across the 
widest palette, using single pigments 
wherever possible to provide the 
brightest and strongest colours. 
The range also includes 17 exciting 
new colours, further increasing 
the number of unique pigments 
available to acrylic painters.

Artists’ Acrylics have a longer 
working time on the palette without 
compromising the convenient drying 
time of acrylics. The working time 
is now 20 per cent more than the 
previous range of Finity Artists’ 
Acrylics which (in tests with artists) 
has been found to be just the right 
amount of time for working with 
all acrylic painting techniques.

The range includes: 60ml tubes (80 
colours), 200ml tubes (26 colours), 
a Basic Set (6 x 60ml tubes) and 
a Painting Set (8 x 20ml tubes, 1 x 
60ml Titanium White, 1 x 60ml Gloss 
Medium and two acrylic brushes).

Further information about quality 
artists’ products can be obtained from 
JASCO – telephone 1800 676 155. �

The Artists’ Acrylic 
range consists of 80 
colours spread across 
the widest palette, 
using single pigments 
wherever possible to 
provide the brightest 
and strongest colours. 
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