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Born in Beverley, Yorkshire
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Began painting following completion of National Service: predominently watercolour landscapes,
influenced by brisk style of Edward Seago and Edward Wesson.
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First submitted work to Royal Institute of Painters in Watercolour Exhibition , Piccadilly
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Began demonstrating in watercolour to local art societies
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First one-man show
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Tutor at Philipps House, Dinton (near Salisbury) until all painting courses there were discontinued in 1995.
Have tutored at similar residential courses at Dedham Hall, Suffolk and at Higham Hall, Cumbria.
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Became full-time painter. Widening subject matter — flowers, interiors, beach and cafe scenes, figura-
tive subjects. Greater attention given to oil painting than hitherto.
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Awarded Catto Gallery award for work exhibited at RWS Open Exhibition
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Elected to membership of the RI.
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Published The Art of John Yardley by Ron Ranson (David & Charles).
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Awarded Watercolour Foundation Prize for work exhibited at Rl Exhibition
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Published Sunlight in Watercolour (Video: APV Films)
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Awarded Llewellyn-Alexander Prize for work exhibited at Rl Exhibition
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Artist member of the Arts Club, St James's.
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Published Venice in Watercolour (Video: APV Films).
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Published Watercolour: A Personal View by (David & Charles).
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Awarded Kingsmead Gallery Award for work exhibited at Rl Exhibition
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Why do we paint? It is a deceptively innocent question but as far as I am
concerned, one that is not easy to answer. One of our better—-known poets
was asked why he wrote poetry and after giving the matter some thought,
he supposed that it was to record a particular thought or image that had
occurred to him. A local paper reviewer of one of my very first one—-man
At the time I did
not think much of this opening but now, with experience (and not feeling
too defensive) I feel that the words were not unreasonable and in fact, like
the poet, I too am recording a sight that has struck a chord in me.

exhibitions began his article "This recording artist------ v,

I have been drawing as long as I can remember and whatever happens to
them in later life, I think that all children feel a need to draw so the urge
would seem to be fairly basic. I can remember wanting to draw most of the
time but as I grew older and painting materials became available I did not
take this up as I thought that my drawing would be lost! There seems to be
an indication here for a preference for accuracy of representation rather than

give way to the seduction of colour, but over the years the wish to colour
has taken over to the extent that I now feel impatient with drawing.
Nevertheless my painting is still governed by drawing however brief.

My first real efforts with paint began when I was 20 and had just
completed my National Service. I know that I tried both oil and watercolour
but have simply no recollection of the oils and only a very hazy memory of
some of the watercolour subjects. Certainly I must have stuck to painting as
a few years after this I was applying to become a member of the local
painting society which held an annual exhibition in my hometown. At that
time the subject matter was purely landscape and if a building did happen to
appear it was incidental. Figures were something which other painters
included but for me were quite out of reach. Nowadays, when I shy away
from trees and fields, (green is a difficult colour to cope with!) buildings and
figures are everything. I can not think exactly when the figure painting
nervousness was overcome but I do know that I had been painting reason—
ably seriously for some time before seeing the light. Looking back I feel that
unconsciously I realised that street scenes appeared quite empty if unpeopled
and resolved to try and do something about it.

One small event is quite clear in my memory. Following our local Art
Group's annual show a post—card was dropped through the letter box
offering me a one—-man show. It was from the proprietor of a country club
and whilst not a commercial gallery, for me it was a most exciting moment.

Someone was willing to offer all his wall space TO ME for a couple of
weeks and qufte apart from the boost to one's ego, it is a great incentive to
paint! It has always puzzled me that a great many serious painters appear to
have a horror of being thought that they are painting to sell. It was not so
with me and [ was flattered (and still am) that the public were willing to
buy something that I had produced.

As the years went by I did get offered exhibitions by commercial galleries
and with the consequent need to produce work, so that work improved. In
1990 I was particularly pleased to be elected to membership of the Royal
Institute of Painters in Watercolour and until recently I have produced work
for two major exhibitions annually.

For me, the creation of a painting is purely dependent on what is
appealing visually. It can be the most ordinary of everyday subjects but
which is transformed when seen in a particular light. Thus, something seen
everyday and overlooked can become the subject. At this point I can say that
as far as I am concerned, subjects which occur—as opposed to those which
are the result of searching—result in far more satisfactory paintings. I think
I am correct in saying that nearly all artists — painters, writers, musicians,
sculptors, all—are inspired at some time by one or more models. In my own
case, and it was when [ was starting out, it happened to be a watercolourist
named Edward Wesson. There were others subsequently but he was the first
and it was his bold, first—time full colour application of paint combined with
a sympathetic colour sense that appealed to me. In later years, I had the good
fortune to be able to take over some of his workshops and this too, with its
necessity to concentrate, I feel has helped to improve my painting.

I think that subject matter is dependent upon an interesting composition
combined with good contrasting light and it is for this latter reason that I
now tend to travel abroad in search of material because there is far more
reliable weather there. My first video was entitled 'Sunlight in Watercolour'
and even the interiors which were featured relied upon exceptionally good
hght Whilst Britain tends not to have steady sunshine what it does have is
a soft, damp—-induced atmosphere which seems to lend itself ideally to the
medium of watercolour and I think that this is why the medium took such
a strong hold in this country.

As for subjects, where once I concentrated purely upon landscape, over
the years it became necessary to expand this—particularly where figures are



concerned —so that street scenes became important and say small action
incidents such as a couple in a cafe etc. Travel of course also produces a
whole new range of material and I suppose that the greater the variety of
topics, the harder it becomes to be original as time goes by.

As far as I am concerned, painting revolves around composition and

ent objects in the same scene will throw shadows of different intensity by
virtue of their solidity and distance from the ground.

Not only do I enjoy painting in sunlight, more particularly I enjoy
painting looking directly into the light. This flattens the colours but sets up
all kinds of dramatic contrasts which more than compensate for the colour

colour. The more I think about the ways in which a painting attracts t,he,———-bssi’Sﬁl—{oLietted objects are especially paintable when seen against a back—

viewer’s interest—subject matter, drawing, tonal values, colour sense and so
on—the more I realige that all these elements are combined in composition
which I understand to mean the arrangement of shapes, tones and colours by
which the viewer's eye is led around the painting. Indeed, something like
colour sense is itself a question of composition: in painting terms a colour can
really only be attractive by reference to its surrounding colours. I therefore
agree wholeheartedly with those who stress the over—riding importance of
composition: a sound composition should overcome deficiencies in other
elements such as tone and colour.

How can we tell a good composition from a poor one? Some will
probably say that we cannot, and that it is just as subjective as anything
else in visual art. Certainly there is often a fine line between attracting and
distracting attention and every painter runs the risk of crossing it in seeking
to produce an interesting composition. That said, there seems to be a lot of
agreement as to what is and what is not a well composed painting, and some
painters undoubtedly have a more sympathetic, or better developed sense of
composition than others. A lot of it is instinct. On the whole, I paint what
I see as it is precisely this which has prompted me to paint something in the
first place and alterations to what is before me are minimal. Thus I shy
away from 'designing' pictures in the way that many do—1 lack the
confidence to paint what I have not seen with my own eyes. It is for this
reason that I retain cars, road signs, for example, however unappealing they
may look in real life—though of course what is ugly in real life need not
be ugly in a painting and all these details can sometimes help the composi—
tion along. For me then, choosing a subject and composing a painting are one
and the same thing, and I suspect that I spend more time than most in the
search for a suitable subject. Only with flowers and still-life am 1 able to
design my own compositions, for here 1 have absolute say over which
flowers to paint, which bowls in which to place them; against which
background and at what time of day.

In common with many others, I have long considered watercolour to be
unrivalled in its ability to convey the more dramatic effects of light and I
have noticed that my own watercolours seem to have more of a sparkle than
my oils without necessarily being better pictures. This probably says more
about me than the medium as a whole, but I do find that the best
watercolours have a brilliance of light quality which is difficult to trace in
those paintings completed in other mediums. The key to this is the transpar—
ency of the paint in conjunction with the whiteness of the paper. In
watercolour, the white background contributes both contrast and luminosity;
in other mediums, a white background is far less favoured and most artists
working in oils and pastel actually prefer a tinted surface on which to work.

I try to exploit what may be called the tonal advantages of watercolour
by tackling subjects with large tonal ranges, which more often than not
means that I like to see the sun in my pictures. Good weather is never
certain in England of course, but flat, sunless conditions are never very
inspiring and lack of inspiration usually communicates itself to the painting
with predictable results. If sunshine is absent, I seek out subjects with
puddles or anything else which might concentrate and reflect what light
there is. Sunlight has the additional benefit of creating shadows which are
useful in directing the eye through the painting and in balancing and
unifying compositions, and which in turn help to define the quality of the
light. Because of their importance, shadows call for close observation. Differ—

ground which is itself in shadow, for here the light encircles the silhouette
and throws it into sharp relief. I usually try to leave these edges as
untouched paper but this needs a steady hand and is not always feasible, in
which case I paint in the line with white gouache. The stronger the sun, the
deeper the shadow which enables me to load on the paint. These are often
the passages I can't wait to paint and in some cases are what attracts me to
the subject in the first place however minor their role in the finished work.

Artists are often categorized as either tonal painters or colourists. My
liking for strong tonal contrast suggessts that I am in the tonal camp, but
many subjects appeal as much by their colour as by their tonal contrasts.
Watercolour does reward the artist who enjoys putting on vibrant colours.
even the palest have colour quality as more of the white paper is left to
shine through, and it is not necessary to add white pigment in order to
lighten the tone. Where possible T like to get both colour and tone right first
time with no subsequent laying on of washes as this approach must add
freshness. Many painters do manage to maintain clean colour while using a
build—up of washes but this is far from easy and has its risks.

To finish, I derive a great deal of satisfaction in simply laying on the
paint having determined, as quickly as possible, the colour strength and
quantity of water required for the passage in question. The process is wholly
absorbing and if, at the end, the result is approaching what I had hoped,
then, reverting to my opening words— that is why I paint.
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