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1 % i 7 /Biography

BIfEA L /Creative Experience

i& #F /On the Chase

TG4 /Free Range

& 3 /Haven

sk #:/The Water Trough

K ¢ /Fairlight

ek H /The Hop Field

% [ /The Migrant

JER . /Wintergreen

14T 2% /Departing Light

ik Hb /Lowlands

1 % /The Mooring
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Boat, Harris, Outer Hebrides
B4 LHISESLE /The Barn Owl
# sk /Still Water

ST, AT BLECEES, /The Red Boat, Hebrides
o, % /The Carriage

2§ /Munsley

&% /The Prophet

B {£ /Flowers of the Field

In] H 2% /Sunflowers
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. Bornin Birmingham
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Awarded Sutton Coldfield College of Art: Infermediate Diploma
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Studied Graphics and lllustration at Birmingham College of Arts and Crafts: National Diploma
in Design (N.D.D)
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Moved to London, briefly, to do freelance illustration
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Married at Sutton Coldfield, studied for Art-Teachers Diploma, Birmingham (A.T.D)
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Exhibition atf Bulls Eye Gallery, Lichfield, Staffordshire: 2 man
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Chaucer Head Gallery, Stratford Upon Avon: 1 man
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Moved to London. Taught art. Exhibition at the Royal Birmingham Society of Artists
(R.B.S.A): 1 man
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Royal Birmingham Society of Artists: 2 man, with Grandfather, F.E.H. Caulkin
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Took up freelance illustrations again whilst working on personal painting projects. Taught Drawing
and Painting at Heatherley Wilson School of Art, Hampstead
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Exhibition at Leighton House Art Gallery, Kensington, London: 2 man with Grandfather, F.E.H. Caulkin
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Work exhibited at the MacMurray Gallery in London
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Work published as prints and distributed worldwide: Brunott Publications, Holland. Won the Feeney
Award, R.B.S.A
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Moved to Worcester and became full time artist, exhibiting from now on regularly in Birmingham
(R.B.S.A), locally and USA (Madeteine Carter Gallery, Boston, Mass.)
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Timaeus Gallery, Moseley, Birmingham: Group
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Timaeus Gallery, Moseley, Birmingham: 1 man
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Started to exhibit at the Shell House Gallery, Ledbury, Herefordshire. This association con-
tinues on a regular basis through the year now.
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Made a member of the Royal Institute of Painters in Watercolour (R.I); Short listed for the
Hunting Group Prize. Made a full member of the Royal Birmingham Society of Arfists (R.B.S.A.).
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Shell House Gallery, Ledbury: T man
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Began exhibiting at the Royal Watercolour Society Summer Shows (RWS); Royal Academy
Summer Show (R.A)
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R.W.S. summer show; R.A. summer show; Vancouver "Expo 86"; Fry Museum of Modern A,
Seattle, USA
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Exhibiting at the R.A. summer show
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Paintings chosen to be exhibited in the Singer Friedlander, Sunday Times Watercolor
Exhibitions; Laing Landscape Competition. Works in private collections in USA, Canada,
Holland, Norway, Australia and Britain.
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BEGINNINGS

Like all children, I loved to draw and paint. I remember I had a passion
for red and yellow; everything had to be red and yellow—houses, aircraft,
people, everything. Sadly, this love of drawing and painting is usually
knocked out of us as we grow up.

Growing up and reading picture books and comics, and I found I was
interested as much in the drawings and how they were done, as well as the
words. | started to have favourite comic strip artists, and I would copy them.
Thus a process of learning and assimilation began.

Most of us, as we grow—up and mature, pass to other things, but I had
encouragement and nurture from my Grandfather. He was an artist in
watercolour and oils. As I remember, I can still smell the oil paint, turpentine
and linseed oil. )

His house was full of his pictures on the walls, and there were books to
look at, and a willing, enthusiastic Grandfather talking and explaining about
pictures and painting. He introduced me to books not only for the content
but for the actual feel of a book, its smell, weight and binding; instilling a
love for them in me.

We would go walks together and he taught me the names of the trees and
the cloud formations. I suppose he just taught me to look at the world
intently and to open my eyes and just look. Being a Victorian he was steeped
in it, and he introduced me to what I thought was the mysterious, magical
and romantic world of the Pre-Raphaelites. All that detail and colour! He
also encouraged me in drawing and painting. He never criticised. But kept
showing me how and why, and helped me to keep trying when inevitable
discouragement came. After all, "A man's reach should exceed his grasp'.

I had guidance and encouragement when young; We all need this, and so
I owe my Grandfather a big thank you for his generous, giving spirit in my
formative years. When it came to a career, he supported me in going to Art
College.

Art School meant horizons broadened and techniques to be explored; It
was all new and fresh. Drawing seemed to take precedence, and the early
influences and the love of illustrated books led me into illustration.

INFLUENCES

Early influences were the great Edwardian book illustrators such as
Arthur Rackham. I loved his sinuous, gothic creations and Japanese influ—
enced muted tones.

Later, other artists came to be admired, assimilated and absorbed, such as
the Romantic wild west paintings of Frederick Remington; Caspar David
Friedrich for his German mystical landscapes, and Andrew Wyeth. The
subject matter of Friedrich and Wyeth was the fascination, as well as their
marvellous technique. When I first saw their work it was such a thrill. It
was like a blow to the heart and spirit, like a shot of adrenaline. I have also
grown to love Rembrandt more and more for his depth and humanity, and
Vermeer for his perfect stillness.

EARLY WATERCOLOURS

I didn't find illustration satisfactory artistically or financially, so I started
to experiment with ink, watercolour and watercolour papers.

At this time, I had married and my wife and I lived in London; eﬁd'so/

I taught for a few years. This time was very frustrating for me, but my wife,
Anne, came to my rescue, as she often does, and released me from teaching
by becoming the income earner, giving me the time to find my way.

At first T did romantic style Frederick Remington paintings, first on
illustration board, and then, as I evolved and learnt watercolour, on watercolour

paper. I mixed pen and ink with broad washes, and gradually, as I found
not only a style but a voice of my own, the work became more painterly
and less derivative. How all this takes time and support!

When we moved from London to Worcestershire, and withdrew away
from illustration, I continued to evolve my watercolour style as I started to
look at landscape. My old source of inspiration had been literary, and now
it became the landscape I lived in.

THEMES AND CREATION

Light

Light and times of day have been a constant source of inspiration, dusk
especially, and even moonlight. English light is not full of strong contrasts
normally, as in sunnier climes. English light is about subtle hues and tonal
graduations. It is that point when, at dusk, the light is about to go. The
fleeting moment, caught between seeing and not seeing, that is what is so
exciting to try and capture. It is this transient, transforming quality of the
fading light that is so emotionally powerful, illusive, intangible, sometimes
melancholy and yet very beautiful. Light, or the lack of it, is the great
transformer.

It also holds out the challenge, technically, as well as emotionally, to see
how far watercolour, and I, can go. I believe the watercolour medium can
be more than broad washes, wet on wet and colour laid on. It can be
deeper. It can-rival oil paint! I am not after spontaneity, which watercolour
certainly can have as one of its joys, but mood, depth and atmosphere.

Evocation Of Mood And Colour

I try to hold on, maybe 'freeze" the emotional moment. This links with
colour and its use. I tend to use a limited colour range as a means to express
simply my emotional response; and I liken it to one of my favourite musical
forms, the string quartet. The tonal ranges are limited, but within its limits
how much can be expressed! The potential is enormous. The limitation is
the challenge. The best paintings for me have been the most simple and
most direct.

It seems to be a two sided thing for me; Lyrical and hard-edged. The
lyrical comes out in evocative use of light in landscape, and the other aspect
is to do with my love of drawing objects in the landscape. Both, however,
have to do with the passage of time and the transience of things in this
temporal world. That is what makes things so precious, it's impermanence.
It makes me look to the eternal. I love things caught in time, frozen and
still —this is creation's beauty.

Structures

I love structures in the landscape; barns, old trucks, relics, farmhouses,
ridges of trees; the man—-made marks on the land. Again it has all the
hallmarks of constant change in it. The creative process often starts with
that emotional response to a shape seen, an abstract flash; the shape of
something that excites. One example is the old Scammell truck. It was the
nose that I liked. It seemed to be lurking; it was ugly, a brute, and yet
beautiful and a delight to draw.

‘Another time it could be the textures, colour or weathering on a barn
that triggers me off.

Old oaks and all trees are just a joy to draw and paint. They are
marvellous sentinels and witnesses to the passage of time.

_ Location of Work

Most of my work has been within my local area. I haven't travelled far
and wide for subject matter, but have stayed close to where I live for my
inspiration.

Having lived in Worcestershire for over twenty years has made me look
deeper at familiar places; The farms, fields, the local willow brook, the trees
and barns and the set of the land, the bones of it at wintertime. I love the



structure of the trees in winter, getting down to how they grow. My area
doesn't have spectacular things in it; I have to look, watch and wait and
contemplate it] I have soaked in its atmosphere and absorbed it. All this
takes time and patience and a watchful, receptive eye.

I have passed by many places for years, found nothing of interest, and
then the emotional, illusive thing happens, and the ordinary becomes
extraordinary. For example, the "Fairlight" barn had been passeii_ 'a'nd
observed for years; slowly falling into a state of decrepitude. I watched its
doors and roof gradually collapsing, the holes in its structure photographi—
cally recorded, and then, after years, it seemed ready to be rendered in
picture form. I "moved" a wall out of the way, as well as a cottage, for
dramatic effect, and put in the puddles to let in the sky reflected on the
ground. The process for "Fairlight" probably took ten years.

Worcestershire and Herefordshire have been the places that have nour—
ished me over the years, and in the looking I have seen the hand of the
Great Creator God at work, and have marvelled. The more I look, the more
I see, and the stranger and more mysterious it gets.

In the past year or so, I have had the opportunity to go further afield,
to South Africa and France. These were brief visits, but the contrast has
been interesting and has started to make me change; to make me look anew.

I have enjoyed going back to using figures in landscape, in my '"wilder—
ness' paintings and hope to expand in this area, and hopefully travel to
some desert areas in the future to experience the light and atmosphere. At
the moment this has been in my mind, heart and imagination.

TECHNIQUE

Once the idea, the inspiration comes, I have to consider the practical
methods to get it on paper: What types of paper, size and colour.

Paper

All papers have their intrinsic qualities, and can be crucial to the final
result. I have about four basic papers that I use, one of them is hand made.
Whilst considering the paper, I am also choosing the size to work on. The
subjects tend to point the way in this.

Drawing and Photography

The use of photos can still cause a stir and murmurings i—n the art world.
I don't intend to get into this too deeply. Suffice it to say that I personally
find the camera an invaluable working tool, my visual note taker. It has the
advantage of being fast and portable in all weathers, and I can store away
the reference. I am then left free to let things "stew" and wait for the right
timing. The thing to do is to use photos as a starting point, a means to an
end, and not let them use you. The camera is just another tool of the trade,
which can be a liberator if used with wisdom.

Drawing

Nothing, however, replaces drawing and I nearly always start a work
with the 'scaffolding" of a drawing. Drawing makes me look intently to
clarify, and it is a hedge against the dangers of superficiality and formula.
No tree is like another. Drawing is relationship with what I am drawing;
personal and immediate. It's involvement. Drawing also means being out—
doors in the open air!

Once the paper is chosen, I usually work out composition and drawing
problems on tracing paper. Placement is crucial for the dynamics of a
picture. Space is a potent tool for creating a mood of isolation, claustrophobia,
stillness or airiness. I transfer the image onto the paper, lightly, to allow for
changes of mind.

Colour

At this point, I put a very light wash over all the paper to get rid of
the whiteness. I do use masking fluid if I want to retain any areas of white.
Structure and mapping out has been the main thing up to this point, but

now colour comes into its own as the element that conveys the emotional
charge.

I gradually build up the atmosphere with pale glazes of wash; its evoca—
tion of mood and emotion now, as opposed to line and form.

I reallly need to be patient now.
~ At this point I can often "let go" into the unknown and watercolour can
have its way. The thing to do is go with it, to be open now and flexible,
using any happy technical accidents to advantage. This is watercolours' great
asset—its fluidity.

Often the most interesting can happen now, when I'm not in total control.
I don't quite know what is going to happen. I believe if I really know what
I am doing, where I am going, then I have lost it because the end product is
a formula and not a creation. When all the elements come together, the
technical and emotional, self consciousness falls away. The work and I
become one and it has life! I think this is the creative key; to be on the
ledge", to risk it all at this point. When it works, then it is all worth it and
you have something with that life in it. If it is all control, I may end up with
a competent work, but lack the life it needs. It is, after all, an adventure and
a journey. I have to be prepared to have the courage to maybe lose it—that

edge.

Some of my best work has come when I have despaired of it, let go,
poured a colour all over it, let it run to see what happens. This can open new
doors, knock me out of a rut and bring fresh possibilities. It is the surprises

that make it fun, keep the creative juices flowing—but the price to pay is to
risk all and be vulnerable.

Finally, I might draw with brushes some details to pull disparate elements
together.

Then comes that difficult thing to do; knowing when to stop and leave it
alone. This is fundamental! Any life can be wrung out of a picture by
overworking and fussiness, by not discerning when to stop and leave it.
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i /On the Chase
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JC ¥y /Free Range
286 x 381mm 1991
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7k  # /The Water Trough
191 x 279mm 1993
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Kt /Fairlight

330 x 432mm
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I EF S /The Hop Field
191 x 279mm 1993
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