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K i )i /Biography

QIAEAYS / Creative Experience

ey /Berwick St. Market

HE R, B /Harbour Wall, Mousehole
PRI, ANICEHTTSS /

People Chatting, Portsmouth Market
ARk /Portsmouth Harbour
FUF#ET /Mousehole Harbour

B, HEKZK /Mousehole, Cornwall
FiErR 4k )L /Flowers in a White Jug
— A H i /A London Street

Hafr, BEIR/R /Fishing Boat, Cornwall
B AE—iE /M / Cluster of Boats

B, EIRIAE /Low Tide, Polperro

W IRIAY, Wit /Polperro, Evening
R, 98 H TR IR K/

Day Trippers, Walton—on—the—Naze
fik4: 7 /Tulips

IR TS /Polperro Harbour
VEHHT SR IG AITA /Polperro in Blues
SKERIN#% T /Boy with Beach Ball
IS4 /R / Ventor Beach

i b, HEK/K /Evening, Cornwall
AR Wik /Portsmouth Harbour
Wid%, FLREIEE /Evening Light, Colchester

AR / Cornish Beach
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LTSRS /R

Born in Dover, Kent, England

TR AR BT 22 B

Studied at Medway College of Art and Design
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Studied at West Surrey College of Art and Design
METRHEREARFK

Studied at Royal Academy Schools, London
KT - KRG

Awarded David Murray Studentship
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Teaching at Farnham Adult Education Institute

TEASR e 2 AR RS LA il AR OB A
Teaching at South Hill Park Arts Centre, Bracknell

TE R SR E A BB

Teaching at Southampton Institute of Higher Education

IROHIITS RS AR P R 50 A 2
Awarded Elizabeth Greenshields Fellowship
RIPE R —455 5

Awarded 1st Prize Stowells Trophy

FEVE % B AR BT B A

Teaching at West Surrey College of Art and Design

TERERIS R B, Bl ZR 1S

Teaching af Treloar College, Alton

e e WNCHITE S €

Teaching Private Painting Courses

FERNRSE IR T AR EARIEZS I B R e, SRILFS 32, 4R%
Awarded Highly Commended Award, Silver,Longboat Exhibition,
Portsmouth City Art Gallery

BRI KL 2R

Awarded Laing Landscape Painting Award

TEFE /R A B EAR B A3

Teaching at Sailsbury College of Art.

43y ] L ORI R P £ B

Elected a member of the Royal Institute of Painters in Water-Colour

FEAS BURE IR SEAR VB I 2 G 2R P 2 Jo 3 e o o 2

Awarded Kingsmead Gallery Award, R.I Exhibition, Mall Galleries, London
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When 1 first“started my Fine Art (Painting) Degree Course at the age of
cighteen, I found that there was immense pressure to conform to the abstract
styles of painting which were in vogue at that time. This was a bit of a
shock: being young and used only to painting landscapes, still lifes or figures
in a representational way, I realised that though I was good at copying
shapes, tones, light and shade I was in no way being creative.

At college, I must have been a bad student, for all I knew was how to
copy, and I was determined to paint mainly landscapes in the only way I
knew. I just did not understand abstract painting, and I did not like to
experiment. I look back on those days now with a wry humour, for all my
present classes and workshops are very experimental, trying all the time to
push the visual boundaries of my students.

Nevertheless, at college I did continue to draw, and it was largely because
of my drawings that I was fortunate enough to be selected, against great
competition, for a place at the Royal Academy School (the RAS).

However, the RAS had another initial shock in store for me. The bursar,
Walter Woodington, gave us an introductory talk in which he stressed a
strict regime. We had to sign on by 9.30 am each day, when a bell would
sound, and not leave before 4.30pm, with evening classes thereafter. During
these times we would be studying life models and still life. What time would
there be for my landscapes? But before long I realised that after the first
three months of figure drawing. I should be able to escape and do some
drawing in the streets of London, which was my dream.

But what did I do after that first three months? [ found I was drawn
back to the subjects I had developed back at college in Farnham- the garden
allotments and back gardens of Aldershot, some thirty or forty miles out of
London. My own mind was imprisoning me. But eventually after two years
I did loosen my chains, and after tramping the streets of London for subjects,
I found the fruit and vegetable market at Berwick Street in Soho.

/Iyyould prop myself in doorways with a sketchbook, drawing the variety

S

of colourful figures in the market. It was quite impossible to paint on the
spot; but it was a wonderful place to draw. It was very cosmopolitan: an
Italian stallholder bursting into song, a happy West Indian stacking boxes, a
cockney selling cheap shirts, large ladies towing small dogs, suspicious char—
acters loitering on street corners, old men in ill- fitting coats, women in
improbable hats with enormous shopping bags. The whole scene was a riot




of colour, noise, light and dark, embellished with textures and patterns.
It was whilst [ was at the Academy that I realised that my representa—
tional style no longer satisfied me. It was difficult to know where to turn,
what subjects would inspire me and how to interpret them. I now realise
‘that artists can spend all their lives trying to come to grips with such
‘ﬂroblems.
: I tried to analyse what I liked about my landscape subjects; affd’con—
cluded that the shapes, textures, patterns and natural colours were what
vattracted me. I felt I needed to move forward, and began to experiment with
- media other than oils. I began to mix media, trying coloured inks, pen and
‘ink, gouache etc. and also using non- realistic colour. John Piper and
Graham Sutherland were, and still are, artists who gave me much ‘inspiration.
My final show at the Academy was still very representational and mostly
oils, but foundations had been laid which would eventually lead into my
present work. After leaving the Academy I was determined to pay back as
far as I could the support, both financial and moral that my wife, Sue, had
- given me, so [ tried to get as much teaching work as possible. I taught at the
}Art School in Southampton for about fifteen years, and also in Adult
Education. My real education started here. I realised that teaching people to
paint entailed a lot more than telling students how to hold a pencil or brush
':E‘r how to handle perspective. Other factors were more important: ways of
seeing and interpreting, confidence, vigour. I was fascinated by these aspects
:jmd directed my students to learn to "see', sometimes through the eyes of
“other artists— Matisse, Braque, etc—rather than simply copying their subject.
'So my teaching was. and still is, very much a reaction to my own failings
early on. So for ten years or so I was happy to teach and to try out my
isual ideas on my students. Though I did some painting myself, especially
i the summers, most of my creativity and energies were directed through
my classes.

The major turning point in my painting life came with an exhibition in
Winchester, which was the result of a growing pressure from friends,
‘students and indeed, myself, to paint again in a more serious way. I felt [
Was being left behind my students and colleagues, and was being regarded
" more as a teacher than as an artist or painter.

Much of my work in the exhibition was inspired by young students at
- Southampton Art School. They were involved in a-px:oject to produce
‘ collage/mixed media paintings based on the local fruit and vegetable market.
I was excited by the process and the results they achieved. Collage had
- never really appealed to me, but I suppose I saw it as a possible way of
gettlng myself out of a rut. In consequence, my exhibition comprised prin—
'@ipally market and marine scenes based mainly on collages.

The exhibition was judged a great success both by the critics and by the
number of pictures sold. This was followed by an equally successful show in
] },’he Arlresford Gallery. I had at last managed to develop a style which
 interpreted the subject in a semi-—abstract way.

I introduced texture into paintings by starting with a collage. I would
take materials found in the marketplace—pieces of newspaper, paper bags,
- tissue paper, old envelopes—and stick them onto board in a random fashion,
. creating a pattern of shapes and textures, including the creases, printing and
~ even the used stamps on the second—hand pieces of envelope. Not only did
- this provide a texture, but it also brought in the excitement of the market
 itself, suggesting the labels, price tickets, the posters and the writing on the
- fruit boxes. Moreover it started off the pattern on which the final painting
~ would depend. It was an impressionist approach without being literal.

My interest later turned towards harbour and beach scenes. I was drawn
~ to these mainly because of the intriguing shapes of the boats and the
skylines, punctuated as they are by the vertical and diagonal lines of masts
- and cranes, and the possibilities of creating geometrical patterns where these
intersect the horizontal lines of building roofs, harbour walls and the water.
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Equally fascinating were the effects of light and shade, and the reflections
the shapes made in the walter, accentuated by the distortions induced by
ripples. T used these effects to enhance the feeling of light flooding through
the painting, creating interesting patterns not only in the shadows and
reflections themselves but in the arcas between—in the negative shapes.
—Collage is still the [irst stage in most of my paintings. I found that
mountboard made an ideal base for these collages, and I still use this for
most of my paintings, making the collage adhere to the mountboard by
means of acrylic gloss varnish, which makes a flexible, transparent glue that
has a preservative effect on the painting.

When the collage is sufficiently dry, I start to build up colour. Initially
this is applied in a quite random fashion, leaving the onlooker wondering
how on earth this is going to make a picture. Each picture becomes a
challenge, and it is this challenge which brings out creativity.

The first colour usually determines the mood of the painting, and is also
chosen randomly. At demonstrations I have been known to ask one of the
audience to call out a colour, and I start from this. I generally start the
colour stage by wetting the whole area with water, and then applying
acrylic inks thinly, placing large patches of colour about the board, appar—
ently at random though I try to maintain balance by placing the same colour
at different parts of the board. Initially I keep the colour transparent,
preferring to use acrylic inks rather than tube paint in the early phase of a
painting. Into this prinéipal colour T will then work another, contrasting,
transparent colour. For example, blue may be followed by sepia, some being
allowed to mix wet-in—wet, some in areas not touched by the blue, and
some applied after the blue has dried so that the blue shows through the
sepia. As I do this I am creating shapes, leaving some areas light for later
development.

Invariably [ have a sketch to work from, usually a literal representation
of the scene done on the spot. Back in the studio I study the sketch, drawing
a number of small black—and-white sketches from it to explore the various
possible compositions which may be made from it. I may do several paint—
ings from the same basic on—the-spot sketch, but all will end up looking
quite different, having been painted in different formats, different composi—
tions or different colours. However, I never transfer the sketch to the board,
preferring to give mysélf freedom from lines, to develgp the painting as I go
along. Without a preconceived idea of how the final painting is going to
look, T am able to change my mind as I go along, the picture emerging
almost subconsciously. f

The next stage is to apply thicker, more opaque, paint. It is usually white
acrylic paint from the tube now, and the emphasis changes towards devel-
oping a pattern of light and shade, the lightest light in the region of the
focal point—indeed, the focal point may actually be a patch of light stream—
ing from the back of the picture, reflecting off various surfaces and flooding
through to the foreground. Shapes of ships emerge and what had seemed a
meaningless mass of patches of colour gradually resolves itself into the
outlines of buildings, harb@ur walls, docks, wharves and other shapes rerm—
niscent of those places Where an has fashioned the land to receive the
harvest of the sea or trade from distant countries. Fishing boats appear, their
superstructures silhouetted against a brightening sky. And yet there is still
an abstraction, for the shapes are not literal but only suggested. I am trying
to bring out the very essence of the scene.

The picture is far from finished yet. The patches of light are modified in
places so that while the balance is maintained, the eye is not distracted by
too much activity away from the focal point. White paint is allowed to dry,
then glazed with a transparent green or yellow to give a glow against the
original darks. I am applying paint now, not with the 2-inch brush I used
for the first painting stages, but with a broad piece of mountboard cut to
size and dipped in the acrylic paint now accumulating in mixtures in the



large plastic tray on which I squeeze them out. I may use a variety of tools
to put paint on the board: a roller, a comb, a toothbrush or perhaps a piece
of bamboo shaped to a point.

A few more touches to achieve the balance that I am striving for, and
then the painting is put aside to dry. I will then start another painting while
the first is drying, and then go back to appraise my efforts, usually a day
or two later. I find that a time lapse enables me to assess more objectively
the work of the previous day, in case the excitement of painting has carried
me away. With cooler judgement, I can determine whether any broad
modifications need to be done before applying the finishing touches.

When satisfied with the overall effect, I may then take up a small brush
or pen and start to add the details. Distant ﬂgt_n‘es appear, brightly coloured
" buoys bob on the water. Whenever I apﬁiy a'dgb of bright colour, I echo

that same colour elsewhere on the picture, to achieve the balance and
interest for which I am always aiming.

I add the lines of masts, cranes, hawsers, with small pieces of mountboard,
dabbing here and there with care. The masts link the sea with the sky,
breaking the skyline, adding the verticals and diagonals to complete the
geometry of the painting.

Then comes the pen. Dipped into acrylic ink of black or some dark
colour. I add details of ropes, telephone lines, stones. White ink is used to
outline figures or edges where light would strike them. I might use a
toothbrush to splatter paint to break up an otherwise uninteresting area, to
suggest sand or othe? texture. Finally I might use a little oil pastel to add a
detail or a bright splash or two of colour.

Even then there may yet be a further stage, for after another day or two,
I will come back to the picture and appraise it again, this time putting a
mount around it, or playing about with two L-shaped pieces of mountboard
to see whether a different format or a smaller size would improve the
composition. Only then would I consider putting it into a frame for exhibition.

[ always strive for balance in these paintings—balance of texture, balance
of shapes, balance of tones and balance of colour. Any texture, shape, tone
or colour is repeated elsewhere on the board, causing the eye to travel
around the picture. This striving for balance has become so ingrained that it
becomes second nature. Unity is another main consideration, and there is
generally a dominant colour determining the mood of the painting.

In my present painting I have continued to work in mixed media, both
for large and for small paintings, and this has led'to a major success in being
elected as a member of the Royal Institute of Painters in Watercolour (the R.
). The R.I. is a very forward thinking Society and has encouraged all forms
of water media painting to reflect the growing number of artists who now
experiment with watercolour, acrylics, gouache and collage. Visitors enjoying
the range of work on show are excited by the new images being developed
each year.

I have just started to play with watercolour used in an almost pure way,
which can be more difficult than mixed media. I try a non-traditional
approach by creating textures and abstract shapes through the use of
materials like cling—film, bubble-wrap, plastic netting, salt etc laid in the
wet paint and removed when dry. Some of illustrations in this book show
the results of this approach.



A v i Yy /Berwick St. Market
406 x 610mm 1993




Bk, Bk /Harbour Wall, Mousehole
318 x 178mm 1993
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% iy /People Chatting, Portsmouth Market
305 x 457mm 1993
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KMok S /Portsmouth Harbour
279 x 381mm 1993
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457 x 610mm 1993
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e 48 JL /Flowers in a White Jug
330 x 279mm 1995
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LM ukfkiiE /A London Street

457 x 559mm
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