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Introduction

After twenty three years teaching adults painting and
drawing, I thought maybe I should jot down a few things for
posterity. So here are some hints, tips, and techniques to
help you get through life as an artist.

I have always maintained that my purpose has been to teach
technique and not style - the style should always come from
you, and don't let anyone else tell you otherwise. Sometimes
you may not even realise you have your own style as you
amble from one media to another desperately searching for
your 'thing'. If it helps, I have never found my thing and
gave up looking for it decades ago, because instead I bhegan
to love the journey far more than the final destination.
Exploration is what I have discovered to be what makes art
a passion; the constant search for the new and different.
Being an artist is a process and not a cessation.

Yes it is frustrating and perhaps maddening at times when
your brain just won't get it, or when your bin is so full of
waste paper and broken dreams you wonder why you even
decided to ever pick up a pencil or painthbrush, but it is
all ok and part of the artistic process of creation.

A poster on my classroom wall says 'that which we call
failure is that neéessary struggle called learning'. Your
bin is not full of failure, it is full of learning. You
haven't failed if you know something you didn't previously,
and yes you may not know where you are going, but you know
where you don't want to be again from doing something and
learning from it.

Enjoy your journey, and absorbk as much information from as
many artists and tutors as you can. That way you can build
up a bank of knowledge that suits you, and more
importantly works for you.



Notes on Paint

We often get customers in the shop asking what the
pigments in our paints are made from such as Cadmium Red
and Ultramarine and what the difference is between artist
and student quality paint. Artist quality paints are
mainly made from pigments ground from the earth such as
Yellow Ochre, others are manufactured chemically from the
metal cadmium such as Cadmium Red and Cadmium Yellow.

Student quality paint however, is a synthetic mixture
that closely mimics the real pigment, but is often not as
bright or permanent. I thought I would share with you a
brief, interesting and sometimes amusing history of the
lengths artists would go to make the colours they needed.
Historically, artists would make their own paint in their
studios by mixing the pigment with either gum Arabic for
watercolour or linseed oil to make an oil paint.
Traditionally, Sepia was made from the ink sacks of cuttle
fish, Indian Yellow was made from the urine of cows who
has been fed on mango leaves, and Vermillion was made from
the highly toxic Mercuric Sulphide. Egyptian Brown was
historically made by grinding the remains of Egyptian
munmies! Some greens were created by mixing copper
sulphide and arsenic, but when the colour got damp it gave
off a toxic gas. Thankfully, these colours are either no
longer made or have safer modern alternatives.

In years gone by, artists could be identified by their
pallor; their sunken cheeks and dark rings under the eyes
weren't from a late night painting, but from the chemicals
inhaled or absorbed into the skin as they mixed their
colours or painted on their canvases. How thankful we are
that the tube of paint was created along with the
legislation to makes paints safer! Even today, owing to
where pigments are found or how they are made, there are
still some high quality paints manufactured that do carry
a warning due to the pigments used. The better the quality
of paint, the higher the chance of it being slightly toxic.
These paints give brighter, stronger more permanent colour
and are perfectly fine to use as long as you don't suck your
brushes!




Can any art materials make a decent painting? Simply put,
no. The quality of your materials greatly affects the
quality of your work. Beginners will often say that they
will go for the cheapest materials to start with and as
they improve, get better quality ones. The harsh fact is,
with the cheapest materials, they will never make a marked
improvement. Paper, especially watercolour paper, is one
arca where money shouldn't be scrimped on. Real watercolour
paper is sized both sides with gelatine; this is so the
paint has time to ke reworked and specialist techniques
can be used before the gelatine breaks down and the paint
is absorbked in the paper. Cheap watercolour paper is not
properly sized and is in effect, blotting paper. The paint
is just absorbed straight away, leaving you no time to do
anything with it. If money needs to be considered then you
do not need to go for the expensive cotton rag paper like
Arches or Pabriano, just stick to the wood pulp watercolour
paper like Bockingford, Cotman or Langton. This is not
cheap as such. An A4 pad of 12 sheets is around £9 but you
can use both sides. Unlike food, supermarket own brands of
watercolour paper are markedly inferior to the named
brands. ‘

A tip T will give is to buy a much larger pad size than you
need. I always buy an A2 size pad. 12 sheets costs around £20,
but cach sheet makes four A4 sheets. So when you work out
the value, it is much cheaper, Also, get a decent weight of
paper. I would recommend paper of at least around 300gsm
(1401k) as this will take quite a kit of water and is a good
all-rounder. You can even use it for acrylic painting.
Brushes and paints too will also have differing qualities
80 don't be swayed by price. Stick to reputable brand names
or ask your local art shop for advice.




Is today's fast —paced society losing its love for oil
painting?

When I first started in art retail seventeen years ago,
there were two main mediums the artists worked in:
watercolours or oil paints. Acrylic paints lined the
shelves but were always seen as ‘student’ paint or 'what
you'd use at college. There was always much more kudos if
you said you were learning oils or watercolour, yet a
sympathetic smile if you said you worked in acrylics. There
were so many television programmes on watercolour
painting such as 'Watercolour Challenge', and 'Alwyn
Crawshaw Faints..' and even more books and videos
available; it was the obvious choice for many starting out
learning art, even though it is one of the more difficult
mediums to grasp.

I began my artistic career painting in oils, but soon
started working in acrylics as it was easier to teach in a
small classroom, without the extra smells of linseed oil
and turpentine needed to work with oil paint. When I began
working for Daler-Rowney as their acrylic demonstrator in
the large shows at the NEC in Birmingham, it was clear
that acrylics were not the medium of choice and it was my
mission to change people's minds! Over the years the shift
has changed - acrylics have bhecome as popular as
watercolour, and oils have begun to fall by the wayside a
little. Is our fast-paced modern way of living the cause of
it? Do people have less and less time to spend waiting for
the oil paints to dry, favouring the quick drying, and
versatile acrylic over smelly, slow-drying o0il?

It would of course, be wonderful to see watercolour, oil and
acrylic all being used evenly, but fear as life gets more
rushed and time conscious, that oil painting will soon be a
'thing of the masters' as Egg Tempera (another dying medium)
has become, There are alternatives to traditional oil paint
however that are not often publicised, but readily
available. There are Alkyds that have been available for
decades. These are fast-drying oil paints in a tube, so you
do not have to wait days or weeks for them to dry. As they
are oil-based, you still need turpentine to clean brushes,
but are a much quicker alternative to traditional oil. You
could also use an Alkyd Medium which speeds up the drying
time of ordinary oils.



There are also now Water-Soluble oil paints. These are
still 'proper' oil paints but have been modified to make
them water reducible. This means no turpentine and they
have a very low odour. These dry quicker than traditional
oil paint, but slower than acrylics. These are ideal if you
would like to work in oil but suffer with asthma.

There is nothing quite like the feel, the texture, or that
gives you the ability to blend colour like an oil-based
paint, so maybe consider trying them out. You can even use
them on top of acrylic paintings. So why not give this

traditional medium a go?

Many people are now iooking at understanding the food that
they eat. Packets and labels are now so in-depth that we
not only know everything that the food contains, but where

in the word it came from.

As an artist, it is just as important to undersi:and your
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tubes of paint. Is it opaque
or transparent? Will it
fade quickly or last
hundreds of years? All too
often people just go and
pick up a tube of paint
without even giving
thought to these important
questions, yet the
information is there for
then to see.

Many of the larger art
manufacturers follow
simple labelling rules to
enable anyone to understand
what the tube of paint will
be like, Here is a simple
guide to help you choose the
paint that you want.



Which medium do you start in when you want to take up
painting?

The shelves of an art shop while being attractive and like
you would want to buy everything, can also be a mine field
of indecision for someone taking up art for the first time.
The natural process for most people secems to lean towards
watercolours as the first step - even though this is the
most difficult method. But what if you've not even picked
up a pencil since you left school?

Adult colouring in books and magazines are hugely on the
rise and are actually a great way to get back into the
swing of things. They offer a wide range of things from
landscapes to doodles. They will help you get used to
colour, shape and tone and also help you build up
techniques until your confidence grows enough so that you
could perhaps join an art class.

You could start by just using a good quality colouring
pencil like Derwent's Coloursoft range, and by adding a
colour bending pencil it will smoothen out the pencil
lines and give a richer, deeper colour. Then if you wanted
to try paint, you could perhaps use a watercolour pencil
and colour in as normal, but using a damp brush to blend
or mix the colours on the paper. The Supracolor range by
Caran D'ache are hoth excellent colouring and watercolour
pencils. You could then move on to designing and drawing
your own pages to colour in.

Studies have also found that colouring in is a great way
to relax as it can send you into a semi meditative state due
to the repetition needed. So by picking up a colouring
pencil, it can have both health and creative benefits. Why
not give it a go? ~




Which Medium is Right for You?

The beginning of a new year often brings about the urge to
take up art, or attend an art class. I thought I would run
through a few of the popular mediums and what they do to
give you a better idea of which medium to make a start in.

Acrylics

These paints are fast becoming one of the widely used
mediums with beginners. A plastic polymer based paint in
the same colours as in the traditional mediums, but with
these there are subtle differences. Available in student
and artist quality versions.

Plus Points: They are much brighter than oils or
watercolours as a clear binder is used to trap the pigment.
Acrylics are opaque and so are extremely forgiving due to
being able to paint any colour on top of each other. They
are water based, but permanent when dry. They dry
extremely quickly and have no smell so they are great for
working in a class, or at home, They can be used on any
surface including paper, card, wood, plastic, clay, and
canvas; and can be used straight from the tube to give an
oil effect, or diluted down with water to give a
watercolour effect. Brushes or knives can be used to apply
the paint. Paintbrushes are cleaned with water.

Negative Points: They do not wash out of clothes easily. To
some people they are gaudy and regquire some learning to
make more 'natural'. We do not know how long a picture
painted in them will last because they are too new (only 30
years or so) compared to the more traditional mediums. Do
not leave any paint to dry on brushes as it will be almost
impossibkble to clean the brushes and get them useable again.

0il Paints

The oldest paint medium still in use today. The paint
consists of pigment mixed with linseed oil and in some
cases has the addition of beeswax. Availahle in student and
artist quality versions.

Plus Points: The artist quality versions are lightfast and

will last hundreds of years. Solvent based, they require
using turpentine or white spirit to dilute. Oils are opaque
80 any colour can be applied on top of another colour. They
work similarly to acrylic paints. They can ke painted on
canvas, canvas boards, and primed wooden surfaces. They are
very traditional and paintings painted in oil can
generally command a slightly higher price. Brushes or
knives can be used to apply the paint. Paint need to be
applied in layers starting with the thicker paint first,
and more diluted subsequent layers. This is because a
thicker more impasto paint will not adhere to a diluted
paint.



Brushes or knives can be used to apply the paint. Paint
need to ke applied in layers starting with the thicker
paint first, and more diluted subsequent layers. This is
because a thicker more impasto paint will not adhere to a
diluted paint. Brushes clean with turpentine or white
spirit.

Negative Points: The solvents used can smell and cause
breathing problems if asthmatic. Low odour and citrus
based solvents are now available to counteract this
problem. As oils are solvent based, they can take weeks or
months to dry depending on the thickness of the paint. They
dry from the outside in so the only way to ensure they are
dry is to stick a pin in the thickest part of the paint. If
it comes out clean, then it is dry enough to varnish.

Watercolour

The most popular medium, and one of the oldest. The paint
consists of pigment mixed with gum arabic and in some cases
honey. Available in student and artist quality, in tubes
and solid blocks (pans).

Plus Points: They are a transparent paint and so give a
beautiful glow when painted properly. Due to bkeing
available in solid pans, it means paint sets are thoroughly
transportable and are great to use on holiday or at
classes. As watercolours are the most popular, there are
plenty of reference books, guides and instructional videos
available to help learn from. They can only be used
correctly on properly sized watercolour paper. The paint is
diluted with water and brushes are cleaned with water.
Negative Points: As'they are transparent watercolours can
only be painted in a certain way. The lightest colours have
to be applied first and slowly darker colours can ke added.
This makes painting in them less forgiving as mistakes
cannot easily be rectified. Getting the correct ratio of
water to paint can take a little time to get right.

Coloured Pencils

With the increasing popularity of grown up colouring in
books, colouring pencils are coming into their own as an
art medium., Available in a wide array of colours and
gqualities.

Plus Points: Extremely portable and user friendly. Pencil
blenders or a blending medium can ke added to the
collection to help get more subtle blends or a more
painterly quality. Coloured pencils are great for begin-
ners as it's a medium everyone is used to. By varying the
pressure on each pencil, a wide variety of shades and tints
can be achieved. Coloured pencils are great for taking on
holiday or for class as all that is needed is cartridge pa-
per.

Negative Points: As they do not blend or mix in the same

way as paint, a greater variety of colour is needed.



Most coloured pencils come in a range of 72 colours - the
good part is you don't have to buy all 72 together! It is
easier to use them on smaller scale projects, although some
artists do create very large pieces using them.

How to Paint Bright Light

No matter what medium you are painting in, this principle
will always hep you remember how to create the essence of
light - whether you are painting light from the sun, a
streetlamp, or sunlight reflecting off water.

Remember that the brightest thing you have at your
disposal is only your whitest white paint, or the white
surface of the paper or canvas - there is no other way to
get a mrighter colour. If you use this for your 'light',
then every other area of the paper or canvas must be
darker (even if only slightly) than that lightest colour.
The greater the contrast, the brighter the light will look.

If T am painting the sun or the flame/blub of a lamp, I
always start with a white cirecle, I then add and blend some
lemon yellow around the edge, further adding and blending
cadmium yellow around the edge of that. This will make the
light 'glow'. The background behind that glow will need to
be quite dark to help it look brighter. I now cannot have
any pure white paint anywhere else in my painting for if I
do this, it will instantly stop the light from shining.




Colour Psychology

Most creative minds tend to avoid all things scientific,
yet colour in art is all about science! Colour mixing itself
is deeply related to physics and an understanding of light
and how light is absorbed or reflected to create a coloured
object and so on. However, since the mid 18008, artists have
realised that there's a whole new depth to colour and how
we see it and have been using it in their paintings ever
since. In fact I am about to make a bold statement ... Colour
does not exist only in the brain! Our brain can create
colours that are not even there. Our brain can invert
colours without any problem at all. Take a look at this
negative image of a bowl of fruit for 45 seconds. Look at
the red dot in the centre, and then immediately look at the
white areca next to it (you may need to keep blinking to
retain the image). What your brain has done is reverted the
image from negative to positive. The brain can see the
complimentary colour of an object (a colour opposite each
other on the colour wheel) and creates it as an after image.
Give it a go, although if you wear contact lenses it may
not work.

Complementary Colours

Complementary colours are colours that are opposite each
other on the colour wheel. When placed side-hy-side the
make each other 'sing' and look more vibrant. Many artists
paint the background of a painting in the complementary
colour of the object or scene they are going to paint. This
makes the colours richer and adds depth. John Constable
used to make his trees appear a brighter green by adding a
few dabs of red paint next to parts of the foliage. When
looking at a colour, the after image our brain sees is in
the complementary colour of that object. For example if you
8it daydreaming looking out of a white window frame, when
you look away or klink, your brain will see the window
frame but in a dark grey as they are complementary
colours. Company logos are often created using
complementary colours to give it greater impact.

Basic Complementary colours are:
Green - Red

Orange - Blue
Purple - Yellow



Simultaneous Contrast

In I839, Michel-Eugene Chevraul published his great work
on the principles of colour harmony and contrast ("De la loi
du contraste simultane des couleurs’) He noted that if dif-
ferent tones of the same colour are placed side by side in
strips or if different colours are juxtaposed in the same
way, the contrast between them will appear far greater
than if they are viewed separately. When two separate ar-
ecas of tone are viewed separately, they will not appear as
contrasted as when viewed side by side. Their point of con-
trast (point of contact) makes the tone of the darker piece
look even darker. When two complimentary colours are
placed side by side they appear brighter - the purple looks
more purple than when viewed separately.

Mixed Contrast

When looking at a coloured (Orange-Red) square for some
time then immediately look at a white area, its complimen-
tary colour (a Green-Blue) appears as a 'ghost'. Chevraul
noted that this could be taken one step further. What if
instead of looking at a white area, we looked at a coloured
area?

Stare at the Orange-Red rectangle for 45 seconds and then
immediately look at the Yellow rectangle and sece what hap-
pens! By immediately looking at the yellow square, the yel-
low appeared to turn green as it mixes with the blue after
image of the red square we looked at.

The idea of mixed contrast relates to very large scale work
such as murals that are viewed successively.

Chevreul noted (as did Leonardo centuries bhefore) that when
colours are placed next to or on another coloured surface,
the top colour tends to colour the surrounding space with
its complimentary:

Red colours it Green,

Blue colours it Orange

Yellow colours it purple and vice versa.

According to Chevreul, the proximity of grey makes the
colours gain in brilliance and purity. A grey image on a
coloured ground will take on the complimentary colour of
the ground and by doing so will intensify the colour of the
ground.

Any colour superimposed on another colour will ke affected

to some extent by IRRADIATION - the effect of the colour's
proximity. This can be avoided by isolating the colour with
black or white. Chevreul noted that colours surrounded by
black tend to glow and the colours surrounded by white he-
come deeper in tone.



This deeper understanding of the brain, the eyes and colour
helped the Post Impressionists such as Seurat, Pissarro and
Cezanne which helped forge the future of art into Cubism
and Abstract Impressionism. Knowing all you can about
colour will greatly improve your paintings.

If you use watercolour blocks or pans and want to increase
the depth of colour, there are two things you can do to
improve this. Many of my students that use the 'student'
quality of paint often say that it takes them a lot longer
to get the desired depth of colour than when using artists
quality, so these two tips should help you:

Spritz your palette with water a few minutes before you
start painting. This will awaken the pigment in the
block and will give a richer, more intense colour on
your brush.

When painting use warm water. The heat from the water
dissolves the pigment faster and unlocks the colour
quicker.

When mixing several colours together (more than two), the
order you mix them in will help greatly in getting the
colour you desire. For example, if you have the four
colours Ultramarine, Cadmium Yellow, and Alizarin Crimson
depending on the order you mix them you can get a whole
host of new colours. Without first determining the sequence
of mixing more than two colours together you are in danger
of consistently mixing 'mud'. Below are four examples of
creating four totally different colour mixes by using the
same three colours, but by changing the order you mix them
in.

To get a Dark Chocolate Brown, first mix together
Ultramarine and Cadmium Yellow in equal amounts to make a
Green, and then slowly add the Alizarin Crimson.

To get a Very Dark Green, first mix together a lot of
Ultramarine with a little Cadmium Yellow, then add a small
amount of Alizarin Crimson

To get a Light Tan Brown, first mix together Cadmium
Yellow with a little Alizarin Crimson to make a Yellow
Orange, then add a little of the Ultramarine Blue.

To get a Shadow Colour, first mix together the Ultramarine
and Alizarin Crimson to get a Purple, then add a little
Yellow.




The Colour Blue Did Not Exist Until Quite Late In Human
History

'But the sky is blue! I hear you cry. Well although our
ancestors saw the sky, there was no word to represent blue
in any language on earth until the Egyptians invented a
dye which was blue in colour. Blue is very rare in other
arecas of nature - there are no blue animals, most blue
flowers are manmade (even bluebells are purple and not
blue), blue eyes are rare, and even the sky isn't always
blue. The few items that we perceive as blue, would have
been grouped with shades of other colours such as greens
or purpes depending on the vocabulary of a group of people.
In 'The Odyssey', Homer famously describes the seca as "wine-
dark"; why "wine-dark"” and not blue, turquise or green?

In I858 William Gladstone, before he became the prime
minister, noticed that this wasn't the only strange colour
description in 'The Odyssey. Though Homer spends describing
at length the intricate details of clothing, armour,
weaponry, facial features, and animals, his references to
colour are strange. Iron and sheep are violet, and honey is
green. ‘

Gladstone then decided to count all of the colour
references in the book. Here were his findings: Black is
mentioned almost 200 times, White about 100, other colours
are mentioned much less. Red is mentioned fewer than IS
times, and yellow and green fewer than 10. He then started
looking at other ancient texts and noticed the same thing
—the word 'Blue' didn't even exist. Gladstone thought this
was perhaps something unique to the Greeks, but a Lazarus
Geiger followed up on this work and noticed this was true
in all cultures.

Geiger studied the Koran, an ancient Hebrew version of the
Bibkle, Icelandic sagas, ancient Chinese stories, and. He
wrote: "These hymns (Hindu Vedic hymns), of more than ten
thousand lines, are brimming with descriptions of the
heavens. Scarcely any subject is evoked more frequently.
The sun and reddening dawn's play of colour, day and night,
cloud and lightning, the air and ether, all these are
unfolded before us, again and again ... but there is one
thing no one would ever learn from these ancient songs ...
and that is that the sky is blue."

Blue as a word or specific colour did not exist. It was
indistinguishable between shades of green and other
colours such as purples. So Geiger looked to see when "blue"
started to appear in languages and found an odd pattern. In
every language the colour Black is the first to ke named,
and also white (dark and light.



The next word for a colour to come into existence — in
every language studied around the world was red, the
colour of blood and wine.

Historically after the word appears, yellow follows, and
later green.

The last of these colours to appear in every language is
blue.

The only ancient culture to develop a word for blue was
the Egyptians — and as it happens, they were also the only
culture that had a way to produce a blue dye. Once the dye
was made - a name for that colour had to ke given. Before
we had a word for 'Blue', people didn't see it as a different
colour to other things.

Do we really see something if we don't have & word for it?
Researcher Jules Davidoff travelled to Namibia to
investigate this and conducted an experiment with the
Himba tribke. This tribe speaks a language that has no word
for blue, and has no distinction between blue and green.
When tribal members were shown a circle with 11 green
squares and one blue, the vast majority could not pick out
which one was different from the. Those who could see a
difference took much longer and made more mistakes than
would make sense to us, who can clearly spot the blue
square. They were then shown the same circle of green
squares, but instead of an odd klue square, it was replaced
with a square which was a different shade of green. This
time, every member of the tribe was able to pick out the odd
square out! Interestingly, the Himba tribe have more words
for types of green than we do in English.

Davidoff says that without a word for a colour, even
though our eyes are physically seeing it, it is somechow
blocked. Without a way of identifying a colour as
different, it is much harder for us to notice what is
unique about it. The name of the colour is a way of
identifying it as different or separate. Before blue becanme
a common concept, maybe humans saw it. But it seems they
did not know they were seeing it. There are two ways I can
try to explain this. ..

Pirstly scientist and author of "Through the Language
Glass: Why the World Looks Different in Other Languages,”
Guy Deutscher, tried a casual experiment. In theory, one of
children's first questions is, "Why is the sky blue?”" So with
his wife's permission he raised his daughter to never
describe the colour of the sky to her., He taught her
colours of objects as all parents fdo, but always omitted
telling her the colour of the sky. One day they were
outside taking a walk and he was practicing asking her to
name the colour of objects. He then asked 'What colour is
the sky?' His daughter looked up and couldn't answer.



Deutscher's daughter, had no idea. To her the sky was
colourless. After much hesitation she decided it was white,
and later on, eventually blue. So blue was not the first
thing she saw or thought of, though it is where she settled
in the end.

A second way is this - when teaching children colours from
a young age, we teach them the rainbow song: red, orange,
yellow, green, blue, purple and pink. We only name those
colours. Their language and perception of colour is based
purely on those colours taught. So when shown anything
that is a shade of green, they call it simply 'green'. They
know that they are not all the same shade of green, but
they lack the language to express it and so therefore they
lump them all together. It is only when their language
develops as they get older and they learn shades and tones
they are able to identify it. As adults we can look at a
shade of green and say it is 'sage,' or 'mint', 'emerald’,
'turquoise' and so on, but as unless we have a word for it,
we can ;just say its green, or at best a light green or a
dark green'.

Language and colour g0 hand in hand - for a colour to
exist, it needs a name. Once it has a name it can be
described and then picked out amongst other tones of the
same shade. You only need to look at all the tubes of paint
on the shelves in an art shop to see the wide names of
colour for various hues of a colour: Vermillion, Scarlet,
carmine, Rose Dore, Rose Madder, Magenta,Alizarin Crimson,
Quinacridone Red, and Opera Rose all describe various
shades of red.
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Explore and Experiment with your materials

February is often seen as just a dull and gloomy month
where not much creativity takes place. The lack of bright
light among the constant grey clouds, cause many arty folk
to hunker down and hibernate until the spring. February
is actually a great time for getting more familiar with
your materials. How well do you know what you ca actually
do with your brushes or paints? How often do you give
yourself the time to explore and experiment? Probkably not
too often, as we tend to always want to produce something
'worth framing' each and every time we sit down to create.
Why not use this month to really go back to basics?

Colour Charts

Create a grid and paint all of your colours in your palette
along the top and side, then slowly fill each square in
with the mixes made by each colour. This will give you a
handy reference to know exactly just what your paints can
do. :

Mark Making

Create a swatch of all the dlfferent marks each hrush can
make and you will be surprised just how versatile one
paintbhrush can be! You may find you have several brushes
that are just doing the same jobs and are taking up space.
You ay also find marks and patterns that you never
realised your brush could make!

Mark Making and Line Work
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Notes on Paintings

We often get customers in the shop asking what the
pigments in our paints are made from such as Cadmium Red
and Ultramarine and what the difference is between artist
and student quality paint. Artist quality paints are
mainly made from pigments ground from the earth such as
Yellow Ochre, others are manufactured chemically from the
metal cadmium such as Cadmium Red and Cadmium Yellow.

Student quality paint however, is a synthetic mixture
that closely mimics the real pigment, but is often not as
bright or permanent. I thought I would share with you a
brief, interesting and sometimes amusing history of the
lengths artists would go to make the colours they needed.
Historically, artists would make their own paint in their
studios by mixing the pigment with either gum Arabic for
watercolour or linseed oil to make an oil paint.
Traditionally, Sepia was made from the ink sacks of cuttle
fish, Indian Yellow was made from the urine of cows who
has been fed on mango leaves, and Vermillion was made from
the highly toxic Mercuric Sulphide. Egyptian Brown was
historically made by grinding the remains of Egyptian
munmies! Some greens were created by mixing copper
sulphide and arsenic, but when the colour got damp it gave
off a toxic gas. Thankfully, these colours are either no
longer made or have safer modern alternatives.

In years gone by, artists could be identified by their
pallor; their sunken cheeks and dark rings under the eyes
weren't from a late night painting, but from the chemicals
inhaled or absorbed into the skin as they mixed their
colours or painted on their canvases. How thankful we are
that the tube of paint was created along with the
legislation to makes paints safer! Even today, owing to
where pigments are found or how they are made, there are
still some high quality paints manufactured that do carry
a warning due to the pigments used. The better the quality
of paint, the higher the chance of it being slightly toxic.
These paints give brighter, stronger more permanent colour
and are perfectly fine to use as long as you don't suck your
brushes!




What to look for when in an Art Gallery

When visiting galleries, especially large exhibitions of
paintings of centuries past in the big city galleries, it is
easy to become an art critic and judge the piece for purely
how it looks on the gallery wall. But galleries don't
necessarily display the work how they were intended to be
viewed.

My top three questions to ask when viewing famous works of
art are:

Who painted it?
Who commissioned it, and why?
Where was it originally designed to be hung?

If you can find the answers to these questions it will put
the painting in a whole new light. FPor example, many
paintings may look distorted or odd on the gallery wall,
but that doesn't mean that the artist was unskilled. In
fact it means quite the opposite. When constructing the
original art work, the artists would work around where
the painting would be displayed. Paintings were often only
ever intended to ke in one position and would be made to fit
exactly. More than that though, if the painting was to ke
set quite high up in say a large dining room with 18' high
ceilings, then the artist would deliberately distort the
proportions so from ground level looking up, the figures
and angles looked perfect. The only snag with this is that
centuries later, the painting finds its way into a gallery
and is hung only 6' high instead of 12' high. From this new
viewpoint, all of the exaggerated proportions will look
very wrong.

Also by asking who commissioned it, it will give you a
deeper understanding of why it looks the way it does. For
example, The Venus of Urbino by Titian in the Uffizi Gal-
lery, was known as 'Titain's Beast', after being called it by
Mark Twain who was deeply scandalised by such a nude piece
of art. He slated it for its vulgarity and the way the nude
woman was portrayed. In reality, this painting was never
meant for public viewing. It was commissioned as a wedding
present from a husband to his young bride, and was to for
the front of a large chest that stayed in their bedroom.
Never was a member of the public meant to see it, or
understand it. It was just a private painting between two
people.



So sometimes by thinking about a work of art in this way,
you get to know far more about it and appreciate it for
what it is, rather than making an opinion about something,
as Twain did, without knowing the whys

Whenever you go to an exhibition as a viewer or purchaser
€0 with an open mind. I remember the fear I felt when
exhibited my work in my first one-man show when I was only
fifteen. The excitement of seeing my work hanging their on
walls other than in my kedroom was soon overshadowed by
the arrival of visitors to the gallery. A few family and
friends came, but largely it was the general public whom
knew nothing about me, my age or my style. They only knew
'what they liked'. I recall shrinking back in horror as
these people came inches away to each painting, their noses
almost touching the canvas in close scrutiny. I felt like
saying "Paintings are meant to be hung from a distance!
Please don't look so closely."

I would advise all artists to anonymously attend their own
exhibitions as you get to know what the public like (or
don't like) so that your next exhibition can be tailored to
suit their buying needs. Be warned though - you must he
able to hear and accept harsh criticism. Listening to
people in a gallery, you soon realise that everyone is an
art critic and some comments you overhear can ke hurtful,
others uplifting and some very constructive. I did not
reveal mnyself as the artist as I did not want to hear false
flattery, but I wanted to know what these people really
felt about my work. These were all potential buyers and 1
needed to find out how I could change my work to enable me
to sell more. After my month long exhibition, reading the
scores of comments in the visitors book gave me a warm glow
inside and seeing all the red 'sold' dots on the frames made
me feel even happier! That exhibition I had sold 37 out of
40 paintings and I felt on top of the world, but I also to
this day remember some of the comments made about my work
that have helped me expand and change style and make sure
that when I paint, I not only fulfil my need as an artist
but that I make it commercial so that it will sell.




People often approach me at the shop and ask me the age-old
question 'How much should I charge for my work? There are
several answers to this. Pirstly you have to ask yourself
if you are selling it as a hobby and just to recoup
materials costs, if you are selling it to make profit or if
you are selling it to ke your business. People's perception
of you as an artist will depend not only on the quality of
your work, but also the price you are selling it at. If it
is a cheap price, they will think you are an amateur and
don't have much talent. They will not think of it as
'pargain artwork'.

If you are just selling to fund your hobby, then simply
sell it to cover the cost f materials - paints, paper,
framing and so on.

If you are selling it to make a little profit, just double
your materials costs. That way you can get back what you
spent and then have more money to maybe buy better quality
materials.

If you are selling it to be a business, that's a 'different
story. You need to show people that you are serious and
value what you do. I know a lot of professional artists
that price their work by adding up all the hours they
spent painting it (they have an hourly rate of anything
between £15 and £50), some then also add a design and
research fee to it and then finally the price of the
framing and materials.

Also, if you are exhibiting in a shop or gallery, they may
well take a commission when it sells. Commission can vary,
but it is usually between 25 and 50%. You will need to add
this to the final selling price so you don't lose out.




Exhibitions - how often do you go?

With the constant use of the internet, many people claim to
have 'seen' famous paintings, but even a decent resolution
of a painting on a laptop is nothing compared to seeing it
first-hand. We are so used to seeing postcard sized versions
of all the paintings that we tend to forget they are all
different sizes in real life. Monet's loose, Impressionistic
waterlilies for example are several metres long and look so
detailed when reproduced in a book or on the screen.

I remember after teaching an art history lesson on
Renaissance painting and looking at one particular image
of the virgin and child on a huge projector screen, the
class then went to The Ashmolean where it was being
displayed and couldn't find it! It was actually only the
size of the palm of a hand and in a cabinet!

Make a promise this year to attend more exhibitions and go
to more galleries and see these wonderful art works up |
close and personal instead of in a book or on a screen - it
will mean so much more.




How can you tell if a painting you are working on is
becoming overworked? Is it some natural ability or can it
be honed so that your paintings remain fresh, imaginative
and not forced?

Many centuries ago, the monks creating illuminated
manuscripts made sure their writing was error free and not
-overworked by being fearful of a creature known as
Titivillus. Titivillus was a demon said to work on behalf
of Satan to introduce errors into the work of scribes. The
first reference to Titivillus by name occurred in
Tractatus de Penitentia, in 1285, by Johannes Galensis, John
of Wales. As well as collecting mistakes, Titivillus also
collected idle chat that occurs during church service, and
any mispronounced, mumbled or skipped words of the service,
to take to Hell to be counted against the offenders.

It was said that Titivillus would go around all their books
and manuscripts collecting all of their errors into his
sack. On the monk's death, Titivillus would empty his sack
and the monk would be judged according to the errors he
had made in his life; the more errors he made, the more
likely he was to go to Hell. As a result, the monks would
always be careful and watchful not to make any errors. He
has been called the "patron demon of scribkes,” as Titivillus
provides an easy excuse for the errors that are bound to
creep into manuscripts as they are copied. In his painting
'Virgin of Mercy' by Diego de la Cruz in 1485 clearly shows
Titivillus in the top right corner with his sack of errors.
In a similar way, artists can make errors, not always by
creating a bad painting with bad techniques, but by
overworking their picture making it lose originality and
that initial spark of creativity that caused them to want
to paint it in the first place. In landscapes it I often the
skies and foreground that is overworked whereby the clouds
look less natural and highly contrived, or the rocks and
grasses at the front of the picture look somehow out of
pace with the rest of the picture.

On the wall of my classroom I have invented a character to
remind my students not to overwork their paintings and to
help them see when it is best to stop painting. The
character is a snake and not just any snake it is the Adder
— the 'Just Adder’ He enjoys overworked painting and helps
paintings gradually get worse. I created him because over
the years I have heard students whilst painting say "I'll
just add a...." which is then followed swiftly by an "...Oh
dear, I don't 1like it anymore". To my surprise and delight my
students all comment about the Just 4dder so it scems to be
working. Why not think of the Just 4dder when you are
painting and see if it helps keep your work fresh.



http://en.wikipedia.org/wiki/Satan
http://en.wikipedia.org/wiki/Scribes
http://en.wikipedia.org/wiki/Church_service
http://en.wikipedia.org/wiki/Manuscript

Should you sign your artwork?

Many centuries ago, paintings were not signed at all.
Artists were merely people doing a job - whether it be
staining a saddle, painting heraldic shields, coats of
arms, a religious painting for a church, or a religious
fresco for a wall. A good artist was known by their
reputation, and their work had a distinct style. However it
was not thought important to sign work, no more than any
decorator would sign the corner of your living room wall
after putting up wallpaper!

Signatures started to appear when the age of celebrity in
the art world began round the mid to late Renaissance. Good
artists were in high demand and the owners of the artwork
wanted to ensure people knew that they could afford the
work of these highly skilled artisans. Signatures were
also important for another reason: these masters of their
craft began taking on pupils to train them to paint in
their style. In time a student's work could often he
mistaken for that of their tutor's, so a signature would
ensure that there was no confusion over the creator of
such pieces of work. In most occasions the students wouldn't
sign their work as they were copying the work of the
master.

Problems would arise if several students learning from the
same tutor had an almost similar style, and paintings
would on many occasions ke altered or cropped to fit
different spaces or new walls over time meaning that
signatures usually went missing. At other times, some
artists fall out of favour and the way they signed their
work would no longer be recognised, especially if using
monograms. One such problem occurred concerning the I5*™
Century Dutch artist, Judith Leyster. By the age of 27 in
1633, she became a member of the Haarlem Guild of St. Luke,
the first female painter to be registered there,

There were more women active at that time as painters in
Haarlem, but since they worked in family workshops they
did not need the professional qualifications necessary to
be able to sign works or run a workshop. Within two years
of her entry into the guild, Leyster had taken on three
male apprentices. Records show that Leyster sued Frans Hals
(a contemporary and now a more well-known artist) for
accepting one of her students who left her workshop for
that of Hals, less than three days after the student
entered the studio. !



She signed her works with a monogram with her initials JL
with a star attached. This was a play on words as "Lei-ster"
meant "Lead star" in Dutch, which was the common name for
the North star used at the time by Dutch mariners. The
Leistar was also the name of her father's brewery in
Haarlem, She was also known as a 'leading star' in the art
world at that time.

Although well-known during her lifetime and esteemed by
her contemporaries, Leyster and her work became largely
forgotten after her death. By the end of the I800s her work
was virtually unknown and often attributed to other (male)
artists. Her rediscovery came in 1895, A dealer in I892 had
purchased a painting as a Frans Hals only to discover it
had keen painted by Judith Leyster.

The painting was signed by Leyster with her monogram, but
the monogram was unrecognized. In 1895 Cornelis Hofstede de
Groot recognized it and wrote the first article on Leyster.
Since then Art Historians have often dismissed her as an
imitator or follower of Hals, although this attitude has
changed more recently. Her relationship with Hals is
unknown. Now rediscovered, her reputation is secure as a
highly skilled, successful female in a field dominated by
men. There are now only I9 surviving works by Leyster.

You can see the similarities between the style of Hals and
Leyster, so without knowledge of the signature, it would be
easy to confuse them., Sadly all too often, the skilled
paintings of many female artists throughout the centuries
were attributed to their male contemporaries. Fortunately,
many of these paintings are now being reattributed to the
female artists and their names are once more being known.

S0 a signature on a painting is extremely important!




Summer Fainting Fn Plein Air - When did it start

As soon as the weather is warmer, artists pick up their
paints and take them outside to paint from nature. Was this
always the case? Interestly the term 'en plein gir’is a
French phrase and many of the old fashioned art terms are
in Italian and were devised in the renaissance; so that
fact that we are dealing with French phraseology could
indicate it happened much later in the timeline of art
than we imagine, It is sometimes called 'peinture sur le
motif (painting objects that the eye actually sees) which
perfectly describes the artist sitting in the environment
of what they are painting.

Throughout history many artists painted only in their
studio as it was difficult for them to paint outside. If
they wanted to paint real objects they would have to dig
them up or cut them and bring them to their studio to
observe. As seen in the painting 'Zarge Piece of Turf’
painted by Albrecht Durer in 1503. This also meant they
could keep the lighting at a constant angle giving them
longer to paint than in natural sunlight which causes
shadows to change direction over a short period of time, It
wasn't because the artist did not want to paint outside, but
they were not taught to due to it being extremely
difficult to do it. Imagine the renaissance artists trying
to carry all their essential materials away from their
studio to paint outside! Where would they put their wooden
boards to paint on, their eggs, their powdered pigments,
their mortar and pestle, their brushes, their linseed oil,
their water, their charcoal, their stylus and all their
other additional materials? This is not to say that they
wouldn't make on the spot sketches or studies which they
would then use to make paintings from once they got back
to their studio or workshop. Although it is accepted that
at times Rembrandt, Da Vinci, and Claude Lorrain all
painted outside at some point, but it was not their usual
way of painting.

Largely the change to moving to painting outside happened
when tubes of paint were invented, along with collapsible
easels, carriers to transport canvases and so on, along
with trains and railways so artists could travel further
afield. This is thought mainly to have happened in Prance
in the mid-17*2 Century with the birth of art movements
such as Impressionism where the artists wanted to capture
natural light from life, They felt that by being absorbked
in the atmosphere it could give more sensitivity to the
subject. Por example it is difficult to paint a cold snow
scene whilst sitting in 25 degree heat.



Eugene Boudan was a Prench artist who used en plein air
painting a lot, and even encouraged a young Claude Monet
to go with him and to learn the art of painting outside. In
the painting 'Beach at Trouville, grains of sand or stuck
to arecas of the oil paint indicating it was painted on site,
on rather a blustery day

Over here in Britain at around the same time as the
Impressionists were painting outside using their modern
Alla Prima (all in one go) technique where the whole
painting is created from start to finish outside using
broad flat brushstrokes, the Pre-raphaelite Brotherhood
had formed and were painting outside but in a method
closely related to the mid Renaissance! They wanted their
art work to feel real, as if the viewer were standing in
that scene and could feel the heat, or the cold. William
Holman-Hunt for example travelled to the holy land just so
he could make sketches and see what the landscape looked
like for the religious scenes he was painting, as seen in
his painting entitled 'The Scapegoat’ painted in 1854,
Interestingly many artists before him that painted
religious scenes would either make up and imagine what the
landscape looked like, or use scenes from their own town
and area as it was all they knew. So dedicated were they of
capturing the true essence, that 'The Light of the World'
was painted by moonlight in a small shack in a woodland so
that Holman Hunt could observe how the moonlight landed
on the tree filed landscape.

Much earlier in Britain though there was an artist not
only breaking from the norm and painting landscapes, but
he was also painting some of them outside and again
breaking what was considered to be the 'proper' way of
painting. That artist was English landscape painter John
Constable. During Constable's early career, landscape
painting was not viewed as a genre of art in its own right,
but were merely there as backdrops for whatever was
happening - albeit a religious scene, mythological story,
or a portrait. Constable decided to take this to a different
level and followed in the footsteps of Claude Lorrain whom
he admired. Because of this action, Constable's work was
never really accepted to begin with and caused him a delay
to be accepted into the Royal Academy, and also caused him
to be engaged for seven years until his fiancée's father
was satisfied that John had a stable enough income to
support his wife and raise a family! His painting 'Wivenhoe
Fark, Essex’' was one of the landscapes painted on location,
outside. of reality’




Why paint outside?

Painting outside is totally different to working from a
sketch or photograph. The reason is because a sketch whilst
capturing the bare bones, fails to capture the 'feel' of the
environment; and a photograph deadens the mid tones - it
lightens the light bits and darkens the dark bits.
Photographs also push back what is seen. Painting from
life however really makes you see far more colours and
layers that a photograph can. Try to paint outside as much
as possible, for as John Constable said imggination never
can or will compare to the beauty of reality’

Top Tips Por Painting Outside

Make sure you have all the equipment you need, but limit
it to the least amount possible for carrying. No more
than 7 colours, one penecil, a pad, and a few brushes
should give you a nice enough range to get the
painting right.

Consider the chanéing light. Monet said that it is
impossible to paint for longer than 350 minutes at any
one time due to the change in light and shadows. I
would advise that you work in one of two ways (1)
sketch everything first and then begin painting
leaving the shadows until last, or (ii) draw an arrow
indicating the direction of sunlight first so that
even a while after you've been painting you still know
the original direction of the shadows. Never add the
shadows as you progress in the painting as you'll find
that an hour in they will all be changing direction
and the painting will not look right.

Pay attention to what you wear. If possible wear darker
clothes or have a black apron. This method was used in
full by Monet who wore a black smock when painting
outside so that the colour of his clothing did not
reflect and change the appearance of the colours he
was creating on the canvas. Darker clothing stops
refection so the colours you paint are the colours you
see and want.

Try not to get carried away by the whole landscape. A
photograph captures one small area, but when you are
outside you are faced with a 360 degree view which can
be distracting and also make angles look odd if you
try to add a building on the far right into a
painting where you're mainly looking left.



Use Natural markers to stop your eyes from wandering
outside the scene., For example use a tree on your left
to be the left hand edge of your paper, a fence post on
the right to be the right hand edge of your paper, a
rock to represent the bhottom edge of your painting,
and perhaps an overhanging branch to represent to top
of your painting. This way your eyes can remain fixed
on the subject at hand. Should you see an interesting
building outside of this 'view', do not try to fit it in,
but perhaps create a second painting that moves the
view to incorporate that building.

Paint what you see and not what you know. Whether you
know the landscape you are painting well or not, it is
advisable not to guess at what things are, nor is it
recommended to paint something in detail if the eye
can't make out what it is even if you know what it is.
Doing so will alter the perspective and depth of a
picture. Por example a dark flick in the distance
should be painted just as that. Even if you know it is
a pylon if you paint it as a pylon you are bringing it
closer to you and therefore altering the depth, which
will make some of the closer things you don't' know and
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