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Welcome to our new enlarged newsletter. Because the newsletter is 
our main point of contact with our membership we have taken the 
decision to increase its size from 8 to 12 pages. We hope you’ll find 
plenty to interest you inside. 

Two of the artists featured in this newsletter, Trevor Chamberlain 
and Mary-Annette Hay, are confirmed plein air painters. The great 
French artist Degas, notorious for his caustic comments, held a 
different view: ‘You know what I think of people who work out in 
the open. If I were the government, I would have a special brigade 
of gendarmes to keep an eye on artists who paint landscapes from 
nature. Oh, I don’t mean to kill anyone; just a little dose of bird-shot 
now and then as a warning.’ I’ll be keeping a sharp lookout at the 
next MPG! 

Our exhibition at Pataka attracted large numbers of visitors and 
much positive comment. The weekend demonstrations by our artists 
proved popular. Pataka have informed us that they have several 
regular groups who exhibit in their Bottle Creek Gallery every two 
years and that this is a good time period between shows to ensure 
public interest remains strong. We will be submitting a proposal 
for another exhibition in 2016 and hope to make biennial shows at 
Pataka a regular part of our exhibition programme.

Entry forms for Splash 2014 at the Michael Fowler Centre are 
included with this newsletter and we look forward to receiving your 
work. Please make sure you read the entry form and terms and 
conditions carefully. Entries close on 1 November.

Preparations continue for our 2015 exhibition, WWI in Watercolours 
at ‘Splash’. The formal opening will now be held on the evening of 
Friday 17 April. The exhibition will open to the public on Saturday 18 
April and close on Sunday 3 May 2015. The dates have been changed 
to fit with other national WWI commemorative events happening 
in Wellington at this time. The exhibition will be the backdrop for 
services around ANZAC Day to be held in Wellington Cathedral. 

We are pleased to announce that the guest artist for this year’s Splash 
exhibition is Jacky Pearson. Jacky is well-known, both nationally 
and internationally, as an artist and teacher. Her painting Save our 
Trolleys is in the permanent collection of the International Museum 
of Watercolours in Mexico and her paintings feature in books 
showcasing international watercolours. We are confident Jacky’s 
work will be a major drawcard for our exhibition. 

John Toft

President, Watercolour New Zealand Inc.

Sargent’s painting White Ships is featured in most books on 
his watercolours. It was painted during a visit he made to 
Majorca in 1908. English watercolourist Trevor Chamberlain, 
a great admirer of Sargent, says ‘The painting White Ships is 

breathtaking in its evocation of the shifting patterns of light 
reflected from the water up onto the boat hulls, and I love the 
way Sargent used the directional lines of masts and rigging to 
activate the entire surface of the picture.’

Notable Watercolours: White Ships, by John Singer Sargent



Jug of Daffodils

The Aviary, Clifton by Joseph Crawhall

The Little Bullfight by Arthur MelvilleEntering Wellington Harbour
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Watercolour HistoryPainting the Drama
An interview with
Mary-Annette Hay
BY JOHN TOFT

Mary-Annette Hay is perhaps best known as the 
‘Queen of Wool’ but she’s also a watercolourist of 
note. John Toft interviewed her at her Waikanae 
home.

‘The reason I’m crazy about watercolour,’ says 
Mary-Annette Hay, ‘is that watercolour has 
a mind of its own so you need to get on pretty 
well together because sometimes the watercolour 
absolutely takes over and then you have a journey 
together and you have this mixture of colours 
which possibly you never intended to put together. 
To me that’s the absolutely fascinating thing about 
watercolour, so if you ask how did I get this or that 
effect, to tell you the truth I simply don’t know 
and I’ve never known.’

Mary-Annette left the strict walls of Marsden School to attend the art 
school attached to Wellington Technical College where, by contrast, ‘we 
had this wonderful freedom.’  She pays tribute to ‘that remarkable man, 
F. V. Ellis. What he taught us I will never, ever forget.’ Another teacher 
was watercolourist Nugent Welch, nick-named ‘Daddy Long Legs” 
by his students. ‘Those teachers were marvellous. It was a wonderful, 
wonderful art school. We were taught all the essential things, but the 
freedom was terrific.’   

It was here also that Mary-Annette pursued her interest in theatre, taking 
lead roles in a number of major productions. She put this experience 
to good use in her later promotional work for the wool industry – ‘I 
promoted wool as theatre.’ She became known as “The Queen of Wool” 
as a result of this work which was celebrated in an exhibition at Te Papa 
and a memorable interview with Kim Hill on National Radio.

For Mary-Annette, all the world’s a stage. ‘I see things as stories, as 
dramas. The reason I really love painting and particularly painting in 
watercolour is I love the drama of it and I’d like to feel that some of 
my paintings have quite a bit of drama in them.’ She credits Julia Van 

Helden, ‘a supreme artist, sadly not well-known,’ 
with drawing her attention to the parallels between 
painting and theatre.

Her paintings are ‘part of my way of trying to 
impose what I feel about New Zealand and the 
whole watery drama of New Zealand. To me, New 
Zealand is watercolour.’ So it’s not surprising that 
Mary-Annette is a confirmed plein air painter: ‘I 
never paint from photographs. I’m usually outside, 
extremely uncomfortable, or else sitting in my little 
car endeavouring to capture it through my car 
window.’ She tries to convey feeling and movement 
in her work. ‘My claim is that it’s very difficult to get 
that movement unless you’re looking at it.’   

Mary-Annette fell in love with the South Island 
during her travels around New Zealand in the 
course of her promotional work for the Wool Board. 
Most of her paintings were done while travelling 
around the country with her late husband, Donald. 
As Mary-Annette tells it, they would be driving 
along when she would suddenly exclaim, ‘Donald, 
stop. Just stop!’ Mary-Annette would work away 

while Donald would go for a walk or read. ‘So many of my girlfriends, 
painters, would say that they hadn’t got their husbands nearly so well 
trained!’

Working under these circumstances meant that Mary-Annette 
developed a fast and loose style of painting. As she describes it, ‘A sort 
of enchantment comes over me and I work very quickly. I try not to 
fiddle or rework it. Sometimes I go in with a dark instrument, a pencil 
or whatever comes to hand, and work out a pattern in it but as a general 
rule I seem to think well that’s that and for better or worse that’s where 
it sits.’

Mary-Annette paints for the sheer love of it. She reflects, ‘Perhaps I’m 
fortunate in that I haven’t actually earned my living selling paintings 
because I possibly wouldn’t sell many although I’m very touched when 
somebody buys one. I hope that that’s what they liked about it, that in it 
they could sense my excitement over the drama of the subject.’

She has a single piece of advice for aspiring painters: “Fall in love with 
your subject. You’ve got to pass on what you feel.’

During the last two decades of the nineteenth century a group of young 
painters based in Glasgow developed an international reputation for their 
work. The so-called Glasgow Boys’ taste for naturalistic subject matter 
and strong, vibrant colour was in stark contrast to the academic style 
favoured by the Royal Scottish Academy, based in Edinburgh. Glasgow 
became associated with the latest advances in painting, architecture and 
the decorative arts. 
Two of the Glasgow Boys, Arthur Melville and Joseph Crawhall, were 
watercolourists of note. Both were highly individualistic in their 
approach.
Melville developed a technique all of his own, described by Martin 
Hardie in Watercolour Painting in Britain:  ‘Melville’s method was pure 
water-colour, but water-colour applied on a specially prepared paper. 
This paper was soaked in diluted Chinese White, till it was literally 
saturated and impregnated with white. He worked often into a wet 
surface, sponging out superfluous detail, running in those warm browns 
and rich blues and reds which he knew so well how to blend and simplify. 
His colour was often dropped on the paper in rich, full spots or blobs 
rather than applied with any definite brush-marks. The colour floats in 
little pools, with the white of the ground softening each touch. He was 
the most exact of craftsmen; his work is not haphazard or accidental, 
as might be rashly thought. Those blots in his drawings, which seem 
meaningless, disorderly and chaotic, are actually organised with the 
utmost care to lead the way to the foreseen result. Often he would put a 
glass over his picture and try the effect of spots of different colour on the 
glass before applying them to the surface of his paper. Melville knew his 
job as a water-colour painter and had an intuitive skill for using vital and 
scintillating spots of colour to express the dominating accents of scene 
or incident. As Sir James Caw has said: “He made out objects more by 
what surrounds them than by rendering constructive form.” ’
Strongly influenced by Orientalism, Melville liked to paint crowd scenes 
in exotic locations. He travelled extensively in the Middle East, North 
Africa and the Mediterranean in search of the exotic and colourful 
subject matter which, together with his “blottesque” technique, became 
his trade mark. En route from Babylon to Constantinople, Melville was 
twice attacked by bandits. He escaped the first time but the second time 
he was robbed, stripped and left for dead in the desert.
Melville’s pictures generally tell a story and incorporate strong decorative 
elements together with passages of saturated colour. 

Two Scottish Watercolourists:
Arthur Melville and Joseph Crawhall
BY JOHN TOFT

Joseph Crawhall was a remarkable artist. He was taught 
by his father, who insisted that he draw exclusively from 
memory. Reserved and introspective, he rarely spoke unless 
he had something to say. A friend nicknamed him “The 
Great Silence.” His other friends knew him affectionately as 
“Creeps.” 
Crawhall was probably more at ease with animals than with 
people. Birds and animals were his favourite subject matter. 
His intimate friend Sir John Lavery recalled: “In a few lines 
he could sketch an animal making it more recognisable 
than the most candid camera could do - and from memory. 
If he did a pack of hounds, the huntsman would be able to 
recognise every single one, even when it was only indicated 

in half a dozen marks on the linen or paper he 
happened to be working on.”
The Aviary, Clifton is a brilliant example of 
Crawhall’s remarkable ability to paint from 
memory.  
Melville and Crawhall both died young, Melville 
of typhoid at the age of forty-nine and Crawhall 
of emphysema at fifty-two.
The influence of the Glasgow Boys extended as 
far as New Zealand. James McLachlan Nairn, 
founder of the Wellington Art Club and leader 
of the Pumpkin Cottage group of artists was a 
prominent member of the group until he set off 
for New Zealand in 1889 to convalesce from 
tuberculosis. Nairn was highly influential in 
the Wellington art scene until he too died at the 
early age of forty-four after catching a serious 
cold while painting outdoors near Motueka.



Hutt Road cycleway

Trampers assessing a swollen Tararua River

Turakirae landscape
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We probably have all heard of the theory about adding a dash of red to a 
painting, presumably to give it a little extra zing. I recently completed a road 
trip around the North Island in late autumn and was gobsmacked at the 
amount of red drenching the landscape, especially the deciduous trees. 
Apparently because of the lack of wind, the trees were complete with their 
leaves and ablaze with colour in the lowering sun. But also the walls of 
hanging cotoneaster along nearly the whole of the Western Lake Road, walls 
of red. Also the rocks of the northern bays were red – flashing with gold, not 
dull brown.
I arrived home thinking that maybe red is awash under all our strong colours: 
greens, blues and yellows. I am going to experiment with an underwash of 
startling red over the whole painting in future, forget the tentative little dash.

GEORGE THOMPSON

There is an adage that every painting needs a little red.  There 
is a large amount of cadmium red in this painting.
 Red is always connected with activity; it can stand for 
passion, fire, animation and anger depending on the 
context.  Cadmium red is one of the warm reds but it also 
happens to have the strongest intensity on the palette.  Any 
warm colour, particularly red, comes forward and makes 
the viewer easily engage with the action and subject.  Cool 
colours like blue appear to recede.  Alizarin Crimson, with 
a touch of blue in its make up is a cool red and therefore 
recedes compared to cadmium red.
The reason for this phenomenon is our eyes work hardest 
to focus on red so it is more stimulating.  Colours are 
received by our eyes in wavelengths which stimulate colour 
receptors (cones) and tonal receptors (rods).  Blue is the 
only colour detected by both cones and rods and it scatters 
more easily than longer wavelengths (like reds and yellows) 
and so is seen in places where other colours are not.  This 
is particularly noticeable in shadows as long wavelengths 
such as yellows and reds are absorbed and are not reflected 
back to us; and in the distance making warm colours 
appear cooler because we are viewing these colours through 
multiple layers of scattered blue light.  Adding blue to red 
makes a red object browner, thus pushing it back into the 
middle distance whilst saturated red gives a strong sense of 
nearness and energy in a painting.

JACKY PEARSON

Painting tips
Paint it RED
Red attracts the eye. Red says danger, stop, warning!  Red is fire and blood. Red speaks 
passion:  it is the colour of anger, the colour of the Valentine rose of love, and the colour 
of the poppy of remembrance.  

What does this mean for us as artists? Anecdotal evidence from gallery owners and art 
auctioneers says a splash of red can help to sell a painting.  Alan Aldridge of Kiwi Arthouse 
in Wellington says a little red in a painting can draw attention to the work.

So, how can we use red in watercolour paintings?  What pigment is right for what place?  
How much?  Where? Three artists offer their views:

As one of the important trio of primary colours, red features as a vital focal 
point in many water-colourists’ paintings. Arguably the most vibrant of the 
primaries, red quickly catches the viewer’s eye and can contrast sharply with 
other muted mid-tones of the image.
Here, in a recent watercolour, I have used the bright red dinghy, pointing 
inwards, to direct you onto the larger launch – which, in turn, carries your eye 
right into the overall scene. The dinghy’s placement, as well as its colour, is also 
crucial to the picture’s overall composition.
Cohesion in colour is also used here – with red blending well with the 
complementary soft greens in the hills and water reflections. Placed next 
to each other, complementary colours can create strong contrasts as well as 
reinforcing each other.
You will see many examples of paintings that demonstrate how the primary 
red becomes a powerful tool in an artist’s kit when used quite sparingly and 
thoughtfully placed.
Before we leave this subject of primary colours, I recall once seeing a 
reproduction of a John Yardley watercolour where his creation of a young lady 
in a bright yellow frock was set amid a back-drop of predominantly muted 
grey/blue buildings. The painter’s placement and use of this particular primary 
was startlingly effective indeed!

DEVON HUSTON

Phil Dickson’s Wellington
I’d often thought about writing a book. Writing, please note, not 
painting. Of course illustrating it was always likely. But, like so many 
daydreams, I’d not got around to it. Apart from anything else, finding 
a publisher to take me seriously was a daunting prospect, and the 
thought of self-publishing never appealed. So when one day a man 
phoned me to say he had just bought one of my paintings and wanted 
to talk to me, I invited him round.
The painting was of an historic scene on Mt Eden Road in Mt Eden 
Village and the Mount is clearly in view behind the landmark old Post 
Office building. As with so many post offices, it is no longer a post 
office. I had lined up the subject with a view to painting it but before 
I’d started, found an old black and white photograph of the same view 
which inspired me to depict the view in history. In it there was a tram 
heading south, and the makes and vintage of vehicles in the street told 
me the era of the picture was the early 1950s. The old photo was taken 
on a cloudy day, so I asked my son Brett who lives nearby to get me 
a photo in sunlight in late afternoon. Then I set to, rearranging the 
traffic and pedestrians, and researching Auckland trams so I could 
bring it further forward in more detail.
The man who bought the watercolour painting was Graham Stewart, 
a publisher who had originated from Auckland and has been in 
Wellington now for several decades. He came round, said he was 
familiar with my artwork and told me he thought there was ‘a book in 
it’, to use his phrase. He was willing to publish my work if I were to take 
the project on. So the daydreaming stopped and the real work started. 
He said that knowing the publishing market the book would have to 
feature Wellington, and in spite of my penchant for painting historic 
subjects, the paintings needed to be mostly present-day scenes.
Where to start? That was the big question. I think Graham thought it 
would be a book of paintings with perhaps comprehensive captions, 
but the very idea of assembling enough paintings of Wellington to fill 
a book didn’t entirely grab me. The promotion of walking tracks he felt 
was a trend worth pursuing. Slowly the ideas came to me; and writing 
crept into the mix as I suppose it always had in my daydreams. Why 
not write first, then illustrate?
So I devised areas of geographic interest, both urban and extra urban 
and worked them into chapters. I envisaged walking or cycling 
through each area as in wandering through the landscape describing 
each as a journey, and adding a few personal stories and references 
to history. Graham liked the idea, and so it was: a chapter round the 
harbour, and chapters in the city, suburbs and surrounding hills, Hutt 
Valley, and into the Rimutakas and Tararuas. But I confined myself to 
areas I knew well and make no excuses for not being comprehensive 
of all the areas around Wellington. It is not, and never was going to 
be a guide book on Wellington’s recreational tracks, rather it is the 
work of a wandering artist. The final chapter introduces the other vital 
element of landscape - the weather. There is nothing presumptuous in 

Wellington painter in print

Phil Dickson’s Wellington is published by Grantham House Publishing and retails for $45.00

Entrepreneur Baking (Dee) by Jacky Pearson

Anchor in the Sounds by Devon Huston

Bridges on a Venetian Canal by George Thompson

the writing like ‘how to paint’! Interestingly, choosing a book title was 
not easy; but as is quite often the case in the publishing business, it was 
suggested towards the end of the exercise.
There are equal numbers of watercolours and oil paintings and a 
liberal number of drawings, mostly in pencil. I also included three 
maps, done by hand in coloured pencil with a digital drape of roads, 
rail, tracks and names. They are as much works of art as the paintings 
and drawings. I am constantly frustrated with books containing 
inadequate maps or indeed often no maps at all.
Incidentally, the old photograph of Mt Eden was taken by Graham 
Stewart and published in one of his books! I told him I’d used his 
picture for reference. And despite his reservations about historic 
paintings, I managed to sneak a few in!
        

Phil Dickson
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‘Painting is all about loving something’, writes Trevor Chamberlain, ‘a 
place, an atmosphere, a mood. That first vital impulse to paint, what 
Bonnard called ‘the first seduction’, is the most important thing. For 
me, the first seduction is always light and atmosphere – in fact it is 
almost an obsession.’ 
The title of his book, Trevor Chamberlain: a Personal View, Light and 
Atmosphere in Watercolour, reflects this obsession. It’s not a how-
to book - you won’t find photos showing step-by-step how he goes 
about a painting. What Chamberlain does do, however, is pass on the 
important insights about watercolour that he has gained in fifty-odd 
years of painting.   
He wasn’t born a master of the medium. Chamberlain blushingly 
reproduces his first attempt at watercolour, painted when he was twelve, 
which he kept for sentimental reasons.  ‘As you can see’, he remarks, ‘I 
had a lot to learn at that stage about painting light!’ He found oils easier 
to master and they gradually took over. Though he wasn’t painting in 
watercolour, he retained a love and appreciation of the medium. His 
watercolour heroes were Jack Merriott (1901-1968) and George Ayling 
(1887-1960): ‘They were both traditional watercolourists and used the 
medium in a very fluid, wet way – something I would have wished to 
achieve in my own watercolour paintings.’
In his thirties, Chamberlain was able to give up his job as an 
architectural draughtsman and realise his dream of making a living 
as a painter, but it was not until he was in his early forties that he 
finally made the decision to get to grips with painting in watercolour. 
More than any other medium, he says, watercolour requires practice 
and dedication - you must really work at it.  It took him about a year, 
in which virtually every painting he attempted was a watercolour, to 
complete his apprenticeship. During this time, he studied and analysed 
the works of his favourite watercolourists, something he urges any 
serious student of painting to do. 
In a chapter on methods and materials, Chamberlain describes his 
method of painting as follows: ‘I am primarily a plein-air painter in 
both oils and watercolour, and my style of handling watercolour is 
loose and fluid, using what the late Jack Merriott called the ‘controlled 

Trevor Chamberlain on Watercolour
BY JOHN TOFT

wash’ method. Broadly speaking, this involves establishing the overall 
tonality and atmosphere of a scene before working up to the details. 
Much of the picture is completed in a single wash, with the addition 
of only one or two additional washes to define forms such as trees and 
buildings. The result is an appearance of cleanliness, translucency and 
spontaneity. Merriott was a master of this technique and I find it entirely 
suitable for my purposes in creating atmospheric, predominantly soft-
edged paintings’. 
He emphasises that the artist’s personal vision is more important than 

Modern-day master

technique: ‘In the end, no amount of equipment or methodology can 
turn you into an artist. Preoccupation with techniques and materials 
is really only a protection against inability to see. There is no substitute 
for actually painting and gaining experience of using watercolour. That 
and finding your own way and discovering your own signature so that 
you don’t end up emulating somebody else. Whilst other painters may 
be admired, and even inspire you, you must discover your own way of 
working’.
The book also has chapters on painting the subjects that inspire 
him:  landscapes, marine and coastal scenes, townscapes, figures and 
indoor subjects. Each chapter is lavishly illustrated with examples of 
Chamberlain’s work. Many of these have extensive captions giving the 
story behind the painting: what attracted him to the subject, the effect 
he was trying to capture, discussion of the composition and how the 
painting was executed. There’s a lot to be learned from reading the 
captions as well as from a close study of the paintings.
Chamberlain is a confirmed plein air painter: ‘For me, convincing 

landscape paintings can only be achieved by working directly from 
nature on site. Painting isn’t just about recording a scene, it’s also about 
expressing one’s emotional response to the subject and conveying 
something of that emotion to the viewer. To do that with conviction we 
need to be there, experiencing the subject at first hand.’ He confesses 
that after fifty-odd years as a painter it still takes great courage for him 
to paint or draw in a public place and he continues to find dealing with 
inquisitive onlookers a trial. The majority of the paintings he produces 
on location are small - 7 x 10 inches is a favourite size.
Light and Atmosphere in Watercolour is not a how-to book.  Rather, 
Chamberlain, one of the modern-day masters of the medium, talks 
about his life as an artist and his approach to watercolour painting in an 
interesting and highly informative manner. As the sub-title indicates, 
it’s a personal view, and this strong personal element is what makes the 
book so engaging. It’s one of my favourite books on watercolour.

Trevor Chamberlain’s first attempt at watercolour:
“As you can see, I had a lot to learn at that stage about painting light!”

Fog, Snow and Ice

Falmouth, Dry Dock

Thames Reflections

Cloud Shadows, Devon Marsh Mist, Waterford

Naghshe Rostam, Near Shiraz A Cluster of Lighters, River Thames
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Anthea has had no formal art training but has learnt from practice, 
from reading books and from workshops with great tutors: Bob 
Wade, David Taylor, Charles Reid, Jacky Pearson and Bernadette 
Parsons.  She paints in watercolours exclusively as they are “exciting, 
infuriating, challenging and a real pleasure.”  Anthea lives in the 
Wairarapa, surrounded by fantastic painting subjects. 
This is about painting animals in a natural setting, not animal 
portraiture. There are no inflexible rules but, hopefully, these are 
useful guidelines.
Use 300gsm paper.  The slight roughness of NOT helps suggest 
textures of hide or fur.  A synthetic dagger brush is a good choice:  the 
point is useful for cutting round tight angles, dropping spots of colour 
into fur and for painting long, thin legs; the long side of the brush is 
used for sweeping colour along the body and the firm edge for lifting 
out highlights.   
Drawing needs to be fairly accurate as the head shape, angle that the 
head meets the body, the nose and ear shapes and length of the legs are 
particularly important to distinguish, say, a horse from a cow.  Distant 
animals, however, can be vague.  Practise drawing animals.  Use 
reference photos or, better still, go out and draw them live.  Drawing 
skill is helpful early in the process.  Once I reach the painting stage, I 
work more freely.  You can draw animals in at the planning stage or 
add them in at a later stage to improve the composition.  Remember 
these compositional guidelines: group several animals, link them into 
the painting by overlapping with another feature, ensure negative 
spaces are interesting.  Draw animals in different stances. 
We are accustomed to superb animal photography where every 
whisker is shown.  I prefer to paint as if I am looking at the animal 
myself, slightly obscured, with some blurring to suggest movement. 
I don’t leave a white space for animals as they can look ‘pasted‘ in.  
Leave extreme white highlights on a very light-toned animal or in 
a scene with very strong overhead light.  However, few animals are 
totally white.  
Paint in an underwash of non-staining colours such as raw or burnt 
sienna, covering all the paper. Animals are always grubby with some 
of the earth of their surroundings on their fur and they therefore look 
natural if some of that underwash shows through.  If the underwash is 
a non-staining pigment highlights are easy to lift out and corrections 
easy to make.  Lifting out highlights will make them slightly blurred, 
suggesting fur, hair or movement.  Grass painted with raw sienna and 
ultramarine can also be both painted over or lifted out. 
When the underwash is dry, paint the animal shapes: use raw sienna 
for light coloured animals and burnt sienna for darker ones.  This will 
allow you to check the shape before proceeding.  Paint into this damp 
base colour with stronger colours and tones.  Continue to paint all 
the animal/s wet-in-wet with each addition being more concentrated, 
letting the paint run into adjacent animals and even into some of the 
rest of the painting to link the composition. 
Granulating watercolours are ideally suited to animal painting 
because they suggest the irregularities and textures of fur and hides.  

For light coloured animals use raw sienna greyed with touches 
of ultramarine or cerulean.  For grey animals use ultramarine and 
burnt sienna, with a more concentrated mix of the same pigments for 
shading.  Red animals can be painted with burnt sienna, adding burnt 
umber for shadow areas.  Sepia and indigo together make a wonderful 
black if required, but ultramarine and burnt sienna can usually be 
used for darks.  As the paint dries continue adding stronger colours 
wet-in-wet so they blend together.  Scribble into the drying paint with 
a fingernail to suggest hairs or wiry wool.  Lighter stripes need to be 
painted with the edges blurred slightly using a thirsty (damp) brush.  
A pale belly can have wonderful reflected light - use quinacridone 
gold or new gamboge for this. The greys on bellies can be purplish - 
use ultramarine and a little light red.
Don’t paint feet too carefully; blend them into dust or grass.  Similarly 
if one set of legs or even a whole animal is well represented the rest 
can just be suggested.  Don’t state everything.
Finally link all the animals by connecting their shadows, ensuring the 
shadow makes an interesting irregular shape to suggest movement.

Painting Animals
BY ANTHEA CROZIER

Watercolour Technique

A special section of small postcard-sized paintings has been 
introduced for this ‘Splash’. Watercolour New Zealand has sourced 
60 identical white frames with pre-cut mounts for paintings sized 
167mm x 118mm. These framed postcards will be exhibited together 
as a snapshot of historical New Zealand scenes and life in 1914 
-1918. Postcards would have reminded servicemen of home so start 
thinking about topics to paint eg Mum wearing her pinny hanging 
out the washing, the opening of the new Post Office or fishing along 
the river. There will be a pre-selection process based on submitting 

photographs, only selected works will be charged the $10 entry fee, 
works will be submitted unframed and there is an additional fee of 
$20 for the frame which you will own if the painting does not sell. 
When you start to paint remember to allow for a margin so paint 
slightly bigger than 167mm x 118mm. Keep your signature small. 
For more details go to http://www.watercolournewzealand.co.nz/
events/splash_2015_ww1.htm

Exhibition Manager
Claire Clark

WW1 in Watercolours at ‘Splash’
New dates 18 April – 3 May 2015

Postcards to the Front

Lest we forget

Royal Naval Volunteer Reserve
1888– 1941 York Bay Wellington
Member of the New Zealand Academy of Fine Arts

Watercolourist Esmond Atkinson served with the Royal Naval Volunteer Reserve in 
the North Sea and the Mediterranean. His pen and ink sketches of the Grand Fleet 
are on flimsy paper sourced from the Signals Office of his ship or on lined note paper. 
He sketched and painted the fleet at sea and in the harbour, a passing submarine, kite 
balloons, searchlights and wild weather. His sketch of the surrender of the German 
Fleet on 21 November 1918 was later used for a watercolour painting of the event.

Featured artist:

Lieutenant Esmond Hurworth Atkinson

Glorious K.B. [HMS Glorious towing a Kite Balloon]  1918 
Private Collection

New Members welcome!   We are the national society for watercolour artists and welcome new members 
from home and abroad. Membership includes our quarterly newsletter, workshops, social activities, exhibitions and 
discounts at art stores.    Annual subscription:    Member – $40    Couple – $50    Student (enrolled) – $20

Name  .......................................................................  Address  ..............................................................................

Phone  .......................................................................   ..............................................................................................

Mobile  .......................................................................   ..............................................................................................

Email  .......................................................................   ..................................................... Post code ......................

Please circle: I am a practising artist / a keen learner / an art appreciator / partner of member  ...........................

 President: John Toft 027 4897699 johntoft@paradise.net.nz
 Vice President: Claire Clark 04 2367928 tandc.clark@clear.net.nz
 Vice President: Martin Jenkins 04 4797608 apdc@paradise.net.nz
 Treasurer: Jill Hartstonge 04 5676938 jill@vfm.co.nz

Please post with subscription to:

   Membership, Watercolour New Zealand,
   PO Box 33088, Petone, Lower Hutt 5046, New Zealand
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To book a workshop or request further information:
Email bookings@watercolournewzealand.co.nz

or, if you don’t use email, phone Sue Wild (04) 5267304 Sep 2014 - May 2015

Workshops

Four day Workshop

WATERCOLOUR MAGIC Class: 2015/1

Tutor: Amanda Hyatt

Award winning Australian artist Amanda Hyatt will hold a four day 
workshop in Wellington from Thursday 21 May to Sunday 24 May 
next year. Full details of the workshop will be given in the December 
newsletter. You can watch the trailers of Amanda’s DVD Five Steps to 
Watercolour and Watercolour Landscape on Youtube.

 Dates: 21 – 24 May 2015
 Venue: to be advised
 Level: Intermediate to advanced
 Fee: $390

Daniel Reeve’s ‘Perspective In Depth’ workshop
BY MARTIN JENKINS
This course surpassed all expectations. This matches the excellent 
‘Limited Palette’ Watercolour New Zealand course that I attended, 
which was tutored by Dan in 2010.
I am the first to admit, that before I attended this course perspective  
was a bit hit-and-miss,  when drawing buildings or street-scapes. 
Sometimes I would get it right other times I would not! 
With Dan’s expert instruction and extensive experience in perspective 
and with the use of a Greek Temple model and Lego® man as a teaching 
aid, the penny dropped and I learnt the difference between a painting 
painted from a bird’s eye view, head height view and Lego® man’s view! 

We were taught linear perspective (vanishing points, horizons, figures 
in a scene, subjective viewpoints, the effect of proximity in portraiture 
and foreshortening.) In addition, aerial perspective (which we decided 
would be more appropriately named “atmospheric perspective”)  with 
diminishing tonal contrast and diminishing warm colours.
I found it interesting that if you are about the same height as another 
person, car or other objects, the tops of them are going to be placed at 
around the horizon line.
I found vertical vanishing points intriguing – where you are standing 
on a 20 storey building looking over at a 40 storey building – the top 
of the building vanishes to a point up at the sky, and the bottom, if the 

lines kept going, would vanish somewhere beneath the surface of the 
earth !
This was a highly informative and enjoyable course. Many thanks Dan. 
I am looking forward to Dan’s next workshop!

Jacky Pearson’s ‘Shadows and Light’ workshop
BY JOYCE HEAL
When signing up for this workshop, I had mistakenly imagined that 
we’d be spending the weekend working on landscapes/seascapes 
incorporating shadows and light. As Jacky handed out the pictures 
from which we’d be working I almost ran out the door kicking and 
screaming - the subjects were a horse and a man with a stop sign!    But, 
as usual, Jacky was very generous with her information and helpful 
in every way.  It was creating magic to see the different wash layers 
changing the colours and leaving white paper in strategic places to 
catch the light.  Trying to paint faces was a challenge but, under Jacky’s 
guidance, it all worked.  There were also lessons in capturing figures 
in crowd scenes without too much emphasis on features, using light 
and shade.  A challenging and rewarding workshop.  Thank you, Jacky.

Welcome to our new members...

Michael and Judy Barker (Te Aroha), Carol Ward (Upper Hutt),
Crosbie Grieve (Waikaia), Roger Hind (Raumati)

Keirunga Artists work in an airy studio overlooking part of the beautiful 
surrounding park and gardens which is owned by The Hastings District 
Council but is run by the Keirunga Arts and Crafts Society. They oversee 
a purpose-built pottery, painting studio, and theatre, as well as an old 
homestead and cottage where spinners and weavers and other arts and 
crafts people, music lovers and photographers share their interests.
Every weekday the 110 plus members are able to use the well-designed 
artist’s studio. There are three times a week when a model is available and 
members come to draw or paint clothed or nude figures or portraits. On 
Tuesdays a group work together on a still life subject while at the other 
end of the studio print makers experiment and share ideas as they use 
the press. Other groups work together using their choice of media in a 
sharing and helpful environment, some during the day and two at night. 
For each session, a member acts as host and to liaise with the committee.
If a need is seen, or requests are made for a particular course of tuition, 
it will be organised, sometimes using the skills of a member. Members 
also lead Club Days, held occasionally on Saturdays to share particular 
skills. We enjoyed a very instructive and fun Club Day this month when 

Marilyn Lusk shared her wonderful skill with collage with us. The next 
Club Day will give us a chance to explore the Golden Section together.
Workshops tutored by local or national artists are held several times a 
year with a variety of media being covered. Last year we benefitted from 
a weekend watercolour workshop by Jacky Pearson, and by popular 
request she will be back soon.
Every year there are two exhibitions, one in the studio and the other 
in the Havelock North Function Centre. This year, in a departure, 
our first exhibition was held in the Hastings Community Arts Centre 
which allowed every member to hang their own choice of two paintings 
instead of having a selector choose the number that can be displayed. 
The second exhibition will be in the Function Centre, and  a selector will 
choose the work for exhibition, help with hanging, and give a floor talk.
Our latest exhibition had a range of media, with acrylic being the most 
popular, followed by watercolour. Over the years this balance alters. 
The studio is open to visitors during the times we are working and there 
is always a display of work on the walls.

The lead-up to an exhibition is a busy time for committee and the team 
of member helpers.  Please make their job easier by presenting your 
painting in the right format.  The back, as well as the front, of the framed 
painting should be tidy, just as a buyer would wish to find it.  Here is 
what we expect:
The painting paper should be flat.  Rumples caused by watery washes 
will often show when framing is completed.  They can be removed 
before framing by placing the painting face down, spraying the back 
with water, placing a board and heavy books on it while it dries. After 
removing the painting out of the makeshift press, allow at least a full 
day for the painting to dry as there is a risk of mildew developing on the 
work if framed when damp.  An internet search will give further details 
on this procedure. 
The frame must be free of dents, scratches and marks and must be 
reasonable quality.  Please avoid using old or second-hand frames.
The mat should be archival quality.   White or off-white is preferred.  
Coloured mats are hard to curate into a group exhibition.
The glass may be plain glass or conservation glass.   Ensure there are no 
specks of dust between the mat and the glass. 
The backing board should be acid free foam board.
The tape must be archival quality framers tape.  Do not use masking 
tape or packaging tape.
The cord should be new and should be double length.
Labelling:   The label is adhered to the back of the painting providing 
your name, the title of the work and the price. 
The swing tag has the same information. This must be made of sturdy 
card, not paper as that can easily be torn off.  It must be tied to a cord 

long enough to hang over the top of the frame to the front to assist in 
cataloguing.  It should be short enough so that it does not hang below 
the frame when the painting is hung and the swing tag is tucked behind.  
The swing tag may be tied to the hanging cord or taped securely to the 
top back of the frame. 
D rings must be used to support the cord.  These sit flat when the 
painting is hung.  (The old eye hooks stood proud of the frame and 
could cause damage.)
Tape over D rings (as on the right hand side of the photograph below) 
is useful in minimising damage to other frames.
Package your painting securely and write your name on the packaging.

How to Frame your Painting for Exhibition
BY SUE WILD

Keirunga Artists
BY SHIRLEY UNWIN

Diwall Ganga by Amanda Hyatt



70 Ghuznee St / (04) 384 9494
www.thefrenchartshop.co.nz

Jacky Pearson • Ross Patterson • David Taylor • Amanda Hyatt

Paint with internationally renowned watercolour tutors in a 
relaxed holiday atmosphere - hosted by Tim and Pat Felton.

 • 5 days painting tuition: small classes, en plein air & studio
 • Excellent  ensuite rooms and food – all inclusive price

The Painting Holiday dates are:

 Jacky Pearson: 8/3/15 – 14/3/15
 Ross Patterson: 22/3/15 – 28/3/15
 David Taylor: 5/4/15 – 11/4/15
 Amanda Hyatt: 22/11/15 – 28/11/15

Non-residential painters are welcome – Monday to Friday

 Website: www.paintingholidays.co.nz
 Email: info@paintingholidays.co.nz

Watercolour painting holidays
in the beautiful Auckland Region in 2015

Events
Monthly Painting Group – ‘MPG’

The outdoor painting sessions have a co-ordinator for each group - Wellington and Kapiti, as below.  To be 
on the list to receive email confirmation a few days prior to each session, please give your email address to 
the co-ordinator.  She/he will be the ‘go-to’ person in case of doubtful weather.

Full details of location (directions), painting subject and café are listed on the Watercolour New 
Zealand website.

WELLINGTON GROUP    9:45am – 12:30pm    Coordinator: Judy Langham (04) 9343046
Date Day Coordinator Painting location Café

28 Sep Alfred Memelink Seaview Marina, Seaview Alfred’s ArtSpace Gallery, The Esplanade, Petone
26 Oct Michael Bennett Meet at Floyd’s Café, Island Bay Floyd’s Café, 150 Island Bay Parade
30 Nov Helen Wilson Meet at Khandallah Village, Ganges Road The Village Patisserie Café, Khandallah

KAPITI GROUP    9:30am – 12:30pm    Coordinator: Eppie Murton (04) 2931936
Date Day Coordinator Painting location Café / picnic lunch

7 Sep Eppie Murton Raumati village by the beach, miniature train and park Bring your own lunch
3 Oct Eppie Murton Paremata beach carpark on the left, just before the Bridge Bring your own lunch
3 Nov Eppie Murton Paekakariki, the café by the level crossing Bring your own lunch
6 Dec Eppie Murton Plimmerton, Garden centre at North end, by roundabout Bring your own lunch

OTHER DATES for your Diary
18 Oct – 9 Nov Bebe’s Girls – a family exhibition by WNZ member Jan Thomson together with Betty Baldwin, Sally Simpson,

Robyn Hall and Janice Stocks at Bottle Creek Gallery,  Pataka Art + Museum, Porirua.    

24 Oct – 27 Oct Kapiti Observer Paraparaumu Rotary Art Show at Southward Car Museum, Otaihanga Rd, Paraparaumu.
Guest artist, WNZ President John Toft. Over $6500 in prizes. Contact: Bob Hamilton ph: 04 298 8012
email: artshow@paraparaumurotary.org.nz . Entries close 6 October.

21 – 24 May 2015 Four day workshop with Amanda Hyatt (details on page 11)


