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BIMERY: / Creative Experience

BRI RV /Ttalian Alps

H SR LI ——PHBES /Cordonieu Distillery — Spain

i ifid—— e Wi /Fish Market — Venice

I 11— Je W / Traghetto — Venice

# JT /Dining Room

% RERL RN 2 gL —— e (N 5t) /Santa Maria della Salute — Venice
(interior)

15— JE W7 /Early Morning — Venice

TOLYE /Sunken Pond

PEtL2 | |—f 215 /Baptistry Doors — Florence

e SRR e AR ——ELT /Pulteney Bridge — Bath

ELE IR AN2E L v ) —— i JE i /Basilica and St Mark's Square — Venice
WA —EE K, /Evening Flight of Birds

et |- (P985 /Bridge over the Estuary

T BRI FE A5 B /Anglian Prince in Dry Dock
$EWBE—Aifiks (M%) /Tyn Church— Prague (interior)

A E—— i pik% /Three Waiters— Prague

IR —Aii hif% /Charles Bridge — Prague

Jetii——m e (211E) /Back Street— Venice (study)

A A Ak R —— e 7 /Backwater and Bridge — Venice

1417 - Y S5 —— BB A /Snow in Innsbruck — Austria

SERFFL RN 2w ¥ 4L—— e Wi /Santa Maria della Salute — Venice

HA A —— @ Je 8T /Grand Canal — Venice
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Born atf St Neots, England

FEIR FFAR ey 2] P s
Studied Graphic Design, Watford
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Post Graduate printmaking, Brighton College of Art
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Elected as an Associate of the Royal SomeTy of Painter -Printmakers and subsequently
served as Vice President
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Part time lecturing in printmaking at many art schools, notably as course tutor in prinfmaking
department at Kingston College of Art
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Career concentrates on watercolour painting
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Elected Associate Royal Watercolour Society, London
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Elected Full Member Royal Watercolour Society, London
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Television appearances and writing for arts publications
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"One can explain everything about art except the bit
that matters"”

—— Georges Braque

All good journeys spring surprises and lead to unexpected places. Being an

—

artist is such a journey. Often the excitement is contained in little glimpses
of that 'bit of art' which the painter Georges Braque couldn't explain — a
dividing line between art and craft perhaps?

May I take you on a journey with some of my paintings and briefly
explain some of the joys and some of the difficulties involved in creating
them?

Firstly though. a little about myself. I was born towards the end of
World War I and my early childhood was spent (along with millions other
young children of that generation) in a period of 'healthy’ austerity. Frag—
ments of memory persist. We lived during the war years with my grand—
mother in her house, facing the Great North Road. The house where [ was
born.

The very name of the road suggested journeys and excitement to a young
child. Tt was the main arterial road from the industrial North of Britain
feeding the war effort towards the sea ports facing Europe.

At nights and particularly during the preparation for the invasion of
France lorries in convoy were constantly passing the house and my earliest
memory is of the lighted shape of my bedroom window constantly moving
crablike and unhurriedly across the wall opposite my bed. T still have this
preoccupation with light and moving shadows, of dramatic tone and excite—
ment of unknown destinations. The theatricality of a low winter light falling
slantwise across classical facades moves me in a way which I can't (and don't
want to)explain. Perhaps that child in the dark with open eyes is much the
same as the man I am now, born to react to things visual and to enjoy a
gentle exoticism.

My grandmother had one painting that I remember. Small, in an oval
frame it hung just above easy viewing height for a small child. It was a
simple picture looking down to an island shore densely fringed with trees. It
was for me the most exotic place imaginable. It contained no people. there
was no sense of any particular time of day or era. To a child an hour can
be a lifetime. I could look past the frame into the picture and feel time and
space. I did not at the time consider that an artist must have been involved
in providing me with this escape into imagination. Surely the painting had
always hung in my mind's eye. For the first time in my life but definitely
not the last I felt the 'bit' of the magic of painting. It's why children are so
good at art. They don't question or presume, they have no duty owed to past
or future whilst painting. They enjoy the moment of creation — a joyful way
to paint.

It is the constant dilemma for any artist to keep an idea fresh, spontane—
ous and perceptive whilst at the same time having to get involved with
technicalities. I think it is why watercolour painting is the ideal medium for
me. I paint fast and rarely change any marks once I have committed myself.
I usually try to complete a painting in one sitting. Working fast and with a
light touch provides me with that excitement and immediacy so typical of
watercolour painting. I love the luminous quality of transparent colour, so
easily lost if one has to rework areas of the painting through indecision or
lack of information.

Which leads us directly to drawing. 1 draw well and instinctively but I
have to work quite hard at colour. Drawing (and here I include colour and
tonal studies) for me is a key which unlocks understanding about subject
matter. It also allows me to understand my temperament and to explore
different media. 1 feel that my paintings are successful when there is balance
bctvy_een these three things —subject matter, a feeling for the medium and
fe‘rdnperament. There are no short cuts to drawing and observation. The
arrogance of youth led me to ridicule in my mind my tutor's suggestion of
a two day pose for our first introduction to nude life drawing. I thought this
a ridiculously extravagant amount of time until I touched the paper with my
first tentative marks and realized that a lifetime is not enough.

Art schools in Britain during the 1960s still had the common sense and



the skilled teachers to introduce their students to basic techniques and
materials, a training for which I have always been grateful. In a way it was
a continuation of the healthy diet I mentioned previously. Drawing was the
daily meal with side snacks of composition, perspective and technical drawing.
And for sweel an introduction to the richness of colour. I feasted and was

never sick. I felt excited. London was 30 minutes away and the regular—

banquets of the Antique or Abstract Expressionism or impressionism in the
galleries led to a heady surfeit. Student life came to an end and the hangover
took its place.

Many of my contemporaries left college for employment with the British
Broadcasting Corporation (BBC). My first experience of the grown up world
of work was also with the BBC but not in the company of my student
colleagues. The British Banana Company employed me as a labourer and
fruit packer. Three months were spent avoiding the bright green tree frogs
and poisonous spiders which travelled in the warm comfort of wrapped
stems from Jamaica. They were obviously confused to be confronted with
someone who drew quite well but who instead seemed more intent on
dismembering their temporary home. The job lasted until I was dismissed for
perverting the course of production by teaching fellow packers how to make
Christmas decoration from the pink and blue tissue wrapping paper.

Teaching has always been an important part of my life (even if only as
a way of avoiding a lifetime as a banana packer). It is a strength of the
British art school system that students are taught by visiting professional
artists of a variety of skills and persuasions and during the 1970s and 80s 1
regularly visited many colleges to teach printmaking.

My love of drawing led me back to etching, first discovered at art school.
It is a technique particularly demanding of drawing skills. Hours spend
needling through a wax ground onto a copper plate trained my eye to see
relationships between points, lines and areas of tone very clearly —a very
disciplined approach to art which was an ideal training for the watercolourist
who often has to work both fast and perceptively at the same time.

Fruit again! But this time promoted to lorry driver and delivery man.
Working in the fruit market in Brighton (a south coast town noted for its
cosmopolitan population and fine architecture) from 5 o'clock in the morning
paid for my passage through a post—graduate course in printmaking. Gay my
partner and soon to be wife was undertaking a teaching degree at the
University and I had followed her to Brighton. It was the late 60s. America
was in Vietnam. Youth culture ruled. And the art school system country—
wide was entering a period of change. Psychedelic and pop art were to the
fore. I felt quite uncomfortable with but protective of my new found skills.
An enlightened head of Printmaking introduced me to the Royal Society of
Painter—Printmakers in London and on submitting a portfolio I was duly
(and surprisingly for one relatively youthful) elected as an Associate in 1968.
It was my first opportunity to exhibit in London amongst artists who until
that point had been distant heroes. These men and women became my
professional contemporaries and more importantly my friends — many of
them to this day. I later became Vice President of the Society.

Gay and I had married in the snow in the winter of 1967 and now both
having finished (once again) our training we moved inland to find work,
Gay as the successful art teacher which she still is and I to a job at
Maidstone College of Art.

The 1970s and 80s saw a rise in the popularity of printmaking in the art
market. Editions of etchings were selling well worldwide through London
publishers and I steadily gained a reputation as an etcher — '"one of the most
gifted printmakers at work in Britain today" to quote the art critic of the
Daily Telegraph following a successful one — man London exhibition. However,
this success contained its own problems. I was spending a large amount of
time at the press carrying out the monotonous and routine business of
printing my own editions and consequently producing less new work than

was healthy. T had always loved watercolour and the early 1990s (with a
general falling off of the print market) seemed the right time for me to
concentrate on the medium. In 1993 I was elected a Member of the Royal
Watercolour Society in London. This prestigious society founded in 1804 is
the home of British watercolour painting. It protects and honours a tradition
whilst encouraging new and exciting young painters. We confidently enter
the new millennium knowing that watercolour painting is recognized as an
expressive medium on a par with the all the other major painting techniques.
This was not always so.

The 18th and 19th century view was of a medium only suited to initial
sketches or topographical studies. It was light, portable, dried fast and many
members of the aristocracy on their "Grand Tour" of Europe would employ
a watercolour draughtsman (note not watercolour painter) to accompany
them to be their "camera" for the trip. It was not until the Napoleonic Wars
throughout the continent brought this travelling to a halt that British artists
started to explore their own countryside as a source of inspiration and
realized the full potential of the medium as one which seems to entirely suit
the national temperament. My wife Gay and I and our two children Nick
and Briony often travel to European cities for me to work and I often give
a thought to those earlier travellers and painters.

Venice particularly has been a source of inspiration to me (as for many
others). The light and colour are subtle and strident by turn and there are
always the surprises which I first talked about.

1999 saw a new departure for me when I was approached by one of the
major television companies to be the professional art expert in a programme
aimed al encouraging amateur painters. We toured Britain throughout the
summer with "Watercolour Challenge" meeting with painters of all ability
levels and painting in some of the country's best loved areas. The programme
was hugely successful and the new series will be broadcast daily throughout
the Autumn of 2000.

Meanwhile I must introduce you to the paintings which I mentioned at
the beginning. I hope you enjoy them.
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% JT /Dining Room
480 x 660mm 1997
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SRR R 2 kL —— JEWT (N5:) /Santa Maria della Salute — Venice (interior)
480 x 660mm 1997
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