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“The Remarkables” by Brian Baxter
A friend recently brought to my attention a very good TV documentary 
on various artists using their work as a vehicle for protest - political, 
social, moral, whatever.  At least one of the artists’ work was well executed 
technically - good drawing, good colour sense etc.  Some others were 
more of a straight social comment in abstract form, and frankly too 
negative and even depressing for me.  At the risk of being thought too 
head in the sand I prefer to concentrate on the beauty that is everywhere 
around us, especially in this “God’s own” that we live in.

This painting of the Remarkables, Lake Wakatipu is an attempt to 
portray some of this beauty. After standing at the spot on a calm summer 
morning, sketching, photographing and soaking up the peaceful 
atmosphere, I feel my subsequent studio painting falls way short of 
capturing the full impact of the scene.  However, hopefully I am not the 
first artist to experience this feeling in the presence of a stunning piece 
of New Zealand scenery.  I take consolation from the thought that I will 
no doubt be presented with many more opportunities to try again and 
perhaps get it right.
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From the President
I haven’t been doing any painting lately so on a recent trip to Lake 
Ferry after failing to catch any kahawai – at least no-one else was 
catching anything either – I remembered I had a set of watercolours 
and some paper in the boot of the car and decided to have a go at 
a picture. I abandoned the first effort after about ten minutes and 
wasn’t happy with my second attempt either. I invariably get annoyed 
and grumpy when a painting doesn’t work, though sometimes I look 
at them later and decide they’re not so bad after all. 
At such times it’s worth recalling an episode recounted by John 
Singer Sargent’s biographer Evan Charteris: “Mrs James said to him 
‘How delightful it must be to know that everytime you work you will 
bring back something fine.’ Sargent replied: ‘But I hardly EVER do! 
Once in a great, great while.’ ”
Those of you looking to improve your painting this year might 
like to consider Ted Sherwen’s Dynamic Design workshop in mid 
March. Greg Allen’s Portraits in Watercolour filled up quickly 
but we’ve persuaded Greg to offer a two day workshop Tips on 
Watercolour on 4-5 May. Jacky Pearson will conduct a Beginners’ 
Step-by-Step weekend workshop on 2-3 July. We may hold further 
beginners’ workshops later this year if demand warrants it. I would 
also encourage you to consider entering the Gordon Harris On-

Line Competition. Details about these workshops and the on-line 
competition are given in this newsletter.
I’m pleased to report that we have secured the Academy as the 
venue for this year’s Splash 2016 exhibition. It will run for a full 
week longer than our previous exhibitions. Submission day is 11 
October, Opening Night 14 October and the exhibition will close 
on 30 October. We hope that you’re refreshed after the Christmas 
Holidays and ready to get down to painting some masterpieces for 
this important exhibition.
We hope that you can attend our AGM on Sunday 20 March at 
the Karori Arts & Crafts centre and that you might give some 
consideration to serving on the committee. We would welcome 
some additional committee members. It’s rewarding and offers 
you the opportunity to put something back into Watercolour New 
Zealand. To paraphrase the words of John F Kennedy, “Ask not what 
Watercolour New Zealand can do for you but what you can do for 
Watercolour New Zealand.”

John Toft
President, Watercolour New Zealand Inc.

Splash 2015 Sales
You may be interested to read an analysis of the sales at 
last year’s Splash 2015 exhibition - in particular, how 
many paintings sold in each price bracket and what 
sorts of subjects proved popular. Every exhibition has its 
peculiarities: a number of artists who usually sell well didn’t 
sell any of their work and flower paintings and abstracts 
didn’t sell as well as in some recent exhibitions, even 
though there was some very good work on show in both of 
these categories. While visitors to Splash 2015 praised the 
quality and variety of the works, sales were not as good as 
we might have hoped, given the calibre of the paintings on 
show (but then, sales are never as good as we would hope!)
We sold a total of 32 paintings. They ranged in price from 
$250 to $1800. A quarter of the paintings sold were priced 
between $250 and $450, the middle 50% of sales were 
paintings priced between $450 and $800, and paintings 
priced between $800 and $1800 accounted for a further 
25% of sales. The median price was $600, so half of the 
paintings sold were $600 and under, and half over $600.
About a third of the paintings sold - twelve - were New 
Zealand landscapes. Three European scenes sold, all 
of them paintings of Venice. Paintings of birds proved 
popular (6 sales), followed by townscapes and street scenes 
(4 sales). Flower paintings were less popular than usual (2 
sales). Two portraits sold. Abstracts, nudes and paintings 
of fruit sold one each. We also sold two demonstration 
paintings, both of them New Zealand landscapes.
As is the case with most big exhibitions, a number of the 
best paintings didn’t sell. These included one of the joint 
winners of the Watercolour New Zealand Supreme Award 
and the winner of the French Art Shop People’s Choice 
Award. Earlier last year at WW1 in Watercolours at Splash 
neither of the Supreme Award winning paintings sold - 
there was no People’s Choice Award - and at Splash 2014, 
the People’s Choice winner, despite its popularity, did not 
find a buyer. Buyers are a relatively small sub-set of those 
who visit an exhibition and the paintings that give the 
greatest pleasure to the greatest number do not necessarily 
sell as a result.

Member profile

Brian Baxter has taken a serious 
approach to watercolour for only 
the last 6 - 7 years, but already he is 
producing paintings that impress. 
That is not surprising. He has been 

a professional artist for 43 years. One might ponder why an artist 
who had painted successfully in oils and acrylics for that length 
of time, might turn his focus toward a new medium. In fact, Brian 
dabbled in watercolour intermittently over the years but always 
found it challenging. The bills needed to be paid, which meant 
selling paintings. He knew that could be done easily enough using 
his normal media, so he stuck with oils and acrylics. Why the 
change in direction? We trace Brian’s story:
Brian became a window-dresser in a department store when 
he left school, then moved into sign-writing. At a young age he 
was influenced by a local artist, Aston Greathead. “Aston was a 
wonderful old man, an accomplished watercolourist and winner 
of the Kelliher Watercolour Award in 1966.” Brian launched into 
the art world and in 1973 became a full-time artist. “That’s the year 
that I wrote ‘Artist’ as my occupation on my tax return. I’m still 
awed by the idea that I am ‘An Artist’.”  In 1977, he won first prize 
in the Kelliher Art Award for Landscape. This gave a huge boost 
to his confidence and brought him public acknowledgement. 
Over the years he has exhibited around New Zealand, in Adelaide 
and Washington DC. 
In recent years, with greater financial security, the need to sell 
was not so pressing. At last Brian had the opportunity to follow 
a long-time yen to experiment with watercolour. He explains his 
fascination: “Watercolour has a spontaneity, a freedom – and it’s a 
disobedient, unpredictable medium. At first I found it challenging 
to “unlearn” oil painting techniques, to give up some ‘control’ and 
let watercolour talk. Now I appreciate the fresh looseness and 
find ‘accidents’ can be appealing. I have a drawer full of failures, 
but sometimes watercolour will create a brilliant passage that you 
couldn’t contrive to paint yourself. One thing is for sure, it won’t 
be bullied!”
Among the artists who have influenced Brian’s development in 
watercolour are the Melbourne painters, Joseph Zbukvic, Alvaro 
Castagnet, Greg Allen and Ross Patterson. Brian has crossed 
from Blenheim where he lives, to attend workshops by these 
artists in Wellington, during which he made new friends in the 
watercolour world. He greatly admires the work of his friend 
John Crump, whom Joseph Zbukvic described as New Zealand’s 
best contemporary oil painter. He also appreciates the work of 
Michael Bennett and Jacky Pearson. Brian enjoys cruising the 
Internet to see what other artists are doing. He takes what he calls 
an ‘unconscious inspiration’ from this. 
His subject matter is mainly landscapes but he also paints still 
lifes, florals and enjoys portraits. He describes his style as 
traditional representational. In his studio he has an oil easel and 
a watercolour easel set up side by side and has a plan to paint the 
same subject in each medium and see what results. 95% of his 
painting time is in his studio. “Although I enjoy painting outside 
I find I have a much higher failure rate and tend to retreat lazily 
to the convenience and comfort of my studio.”   Brian prefers not 
to develop a set formula, describing himself as a ‘jack of all trades 
and master of none’. “I have no particular recipe or method; I’m 
forever a learner.” 
Brian has two tips for fellow artists: Learn how to paint and then 
“Do it, do it, do it. So many people claim they don’t have the 
time, but we all have 24 hours in a day. Make it a priority. And, 
secondly, don’t tell ‘em everything.”

An interview with
BRIAN BAXTER

Let Watercolour Talk
BY SUE WILD
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A LATE STARTER                                                                                                                                                                        
It was not until 1873 at the age of thirty seven that Winslow Homer took 
what a contemporary writer called “a sudden and desperate plunge 
into watercolour painting.”  Homer was already one of America’s best 
known artists. He had been elected a full member of the prestigious 
National Academy of Design and in 1867 had received widespread 
critical acclaim for his Civil War painting Prisoners from the Front. 
Although his early oil paintings sold well, they fetched prices of no 
more than a few hundred dollars. Consequently Homer was still 
dependent on commercial illustration work which he detested, 
describing it as a “treadmill existence.” Ever the businessman, Homer 
realised that watercolours could be painted more quickly and sold at 
more affordable prices than oils. He hoped watercolour might provide 
a steady source of income that would release him from the drudgery 
of commercial art. 
Homer’s instinct was correct. The first watercolours he exhibited in 
1874, a critic reported, “were snatched up at once, and the public cried 
for more.”
HOMER’S FIRST WATERCOLOURS 
In the summer of 1873, Homer painted 30 watercolours in a two 
month stay at Gloucester, Massachusetts, a busy fishing port. These 
first watercolours mostly depicted local children at play. Between 1874 
and 1878 during summer visits to the Adirondacks, rural New York 
and Virginia Homer produced a series of watercolours of children, 
young women, and idyllic scenes of country life. After the horrors of 
the American Civil War, scenes of childhood and rural life symbolised 
both a return to innocence and hope for the future. Such paintings 
were also eminently saleable.

CULLERCOATS
In 1881, Homer set sail for England where he spent 20 months in 
the Northumberland fishing village of Cullercoats. There he worked 
almost exclusively in watercolour, painting local women at work. 
He also abandoned the sentimental vision of his earlier works in 
the medium.  As Helen A Cooper wrote, “Homer’s statuesque and 
powerful fisherwomen are the opposite of his earlier delicate young 
ladies of leisure...and even his decorative young shepherdesses and 
farm girls.” The weather depicted in the paintings is often stormy and 
foreshadows what was to become a major theme in Homer’s later oils: 
man against the elements. In keeping with the monumentality of his 
subject matter, Homer adopted a larger format - half sheets rather 
than the quarter sheets and smaller that he had used previously.
PROUT’S NECK
Before Cullercoats, Homer had lived some twenty years in New York 
City. When he  returned,  he moved to Prout’s Neck, an isolated 
rocky peninsular on the coast of Maine where his younger brother 
had built a cottage and his older brother had bought a big half-
built house which he completed as a summer home for his father 
and mother. Homer moved a stable, which had been near the big 
house, closer to the sea and converted it into his home and studio. 
A confirmed bachelor, Homer valued his privacy, particularly when 
working. To discourage lady watercolourists who might be tempted 
to visit the famous artist, he posted a sign on the path to his studio: 
SNAKES! MICE! “I like my home more than ever as people thin out,” 
he wrote to his brother Charles. However, to another friend he wrote 
“I deny that I am a recluse as is generally understood by that term, 
neither am I an unsociable hog.” 
Homer took a fishing trip almost every year, to the Adirondacks or 
Quebec in summer and in winter, to Florida. It was on these working 
vacations that he painted most of his watercolours, working on his 
oil paintings when he returned to the studio.

BAHAMAS
In 1884 Century Magazine commissioned Homer to illustrate an article 
on Nassau, which was becoming a popular tourist resort. Homer set 
off with his father, stayed in the best hotel in town and painted more 
than thirty watercolours during a two month stay. Most portray the 
local black population at work: men fishing or diving for conch, 
sponges or coral, women taking produce to market. “I think Bahamas 
the best place I have ever found,” Homer wrote. The paintings he 
produced there are notable for their strong saturated colour, a feature 
which subsequently became such a characteristic of Homer’s work 
in watercolour. He returned to the Bahamas in the winter of 1888-
1899 and spent the following two winters in Bermuda. Homer painted 
many of his best-known watercolours on these trips.   
THE OUTDOORSMAN AND SPORTING ARTIST
Homer and his well-to-do older brother Charles were both avid fly 
fishermen and members of exclusive private hunting and fishing clubs 
in the Adirondacks and Quebec. In winter, Homer often vacationed 
in Florida. On these vacations, Homer combined fly fishing with 
painting watercolours of hunting and fishing scenes. His fellow anglers 
- wealthy bankers, industrialists, attorneys and judges - were among 
the most enthusiastic collectors of his work.
A SELF-TAUGHT ARTIST
“If a man wants to be an artist,” Homer declared, “he should never look 
at pictures.” He was essentially self-taught and claimed to work “in 
utter independence of schools and masters.”
However Homer did read a great deal about the technical aspects of 
painting and discussed his ideas with other artists. Early in his career 
he obtained a copy of Chevreul’s Laws of Contrast of Colour which he 
referred to as his “Bible”. He told his friend John Beatty, “You can’t get 
along without a knowledge of the principles and rules governing the 
influence of one colour on another. A mechanic might as well try to 
get along without tools.”
He also stressed the importance of tone: “I have never tried to do 
anything but get the true relationship of values; that is, the values of 
dark and light and the values of colour. It is wonderful how much 
depends upon the relationship of black and white. Why, do you 
know, a black and white, if properly balanced, suggests colour. The 
construction, the balancing of the parts is everything.”
He was a staunch advocate of plein air painting: “I prefer every time 
a picture composed and painted out of doors...This making studies 
and then taking them home to use them is only half right. You get 
composition, but you lose freshness; you miss the subtle and to the 
artist, the finer characteristics, of the scene itself.”
Homer regarded himself as a realist. “Mr Homer, do you ever take 
the liberty, in painting nature, of modifying any part?” he was asked. 
“Never! Never!” he replied. “When I have selected the thing carefully, 
I paint it exactly as it appears.”

American watercolourist
WINSLOW HOMER
“You will see, in the future I will live by my watercolours.”

BY JOHN TOFT

THE GREAT AMERICAN ARTIST
“The most popular of all American watercolorists - and the artist 
who has had the most profound influence on watercolor painting 
in America - has always been Winslow Homer...The artist began in 
the English watercolor tradition – subdued color applied in delicate 
washes with discreet brushwork – but his vigorous, individual talent 
turned to the vibrant color, free brushwork, and bold spontaneous 
washes that have since dominated American watercolor painting,” 
says the blurb on the back cover of Winslow Homer Watercolors by 
American art writer Donelson F. Hoopes. 
And indeed, Homer came to be regarded as the quintessential 
American artist of his era, much like his great admirer Andrew 
Wyeth in more recent times. It was inevitable that Homer should 
be compared to Sargent - the true-blue American artist versus the 
cosmopolitan expatriate. A number of critics decried what they saw 
as Sargent’s lack of depth and connectedness with American life 
and dismissed his virtuosity as showy and superficial in contrast to 
Homer’s solid American virtues. 
One who voiced some reservations was the American photographer 
and gallery owner Alfred Stieglitz: “Hanging on the walls opposite 
[the Sargent watercolors] were the far-famed Winslow Homer’s. 
Truly water colors. Direct. Well seen. Virile power. I was glad to see 
them again. They had their own life and yet in a deeper sense the 
Homers are nothing more than the highest type of Illustration.”
THE LAST WORD
When asked if he did not agree that beauty is essentially abroad 
everywhere in nature, waiting to be seized by the artist, Homer 
replied “Yes, but the rare thing is to find a painter who knows a good 
thing when he sees it! You must wait, patiently, until the exceptional, 
the wonderful effect or aspect comes.”
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NZ art history
Charles Heaphy
(1820 – 1881)
BY SUE WILD
Charles Heaphy was born in 
1820, the middle of the so-called 
Golden Age of watercolour in 
Britain. Among the aristocracy, 
training in the art of watercolour 
was part of a fine education, for 
pleasure and to record travel 
experiences. In the business 
world the medium was used by 
surveyors, mapmakers, military 
officers, scientists and engineers. 
By the time Heaphy was a 
student, watercolour was well 
established as a respected fine art 
medium. Constable had used it to record skies and Turner, Cotman, De 
Wint and Cox were developing new ways of using the medium. Exhibitions 
were being held and the Society of Painters in Water-Colours had been 
established. This popularity stimulated the production of handmade 
paper, paint pigments and brushes, especially for use with watercolour. 
With a father, brother and sister all professional artists, Heaphy learned to 
paint as a child. On leaving school, he worked as a draughtsman learning 
the skills of accurate drawing, then received eighteen months tuition at 
the Royal Academy’s school of painting. When home circumstances 
changed, he took a three year contract as a draughtsman for the New 
Zealand Company and left England. One ponders what art materials he 
packed. At that time there were small, hard cakes of soluble watercolour 
(invented by William Reeves in 1780) which were dipped in water and 
rubbed onto a porcelain saucer. Moist watercolours in porcelain pans were 
a recent innovation. The pocket-sized “Shilling Colour Box” containing 
pan colours, mixing compartments and a clip-on water container was a 
Victorian best-seller. It was not until 1846, after Heaphy had departed, that 
Winsor & Newton introduced moist watercolours in metal tubes. 
Charles Heaphy arrived in the Marlborough Sounds in 1839 as a 19 
year old, aboard the New Zealand Company’s Tory. The New Zealand 
Company aimed to purchase land to sell to immigrants. Heaphy was 
employed by the company to capture the new land in visual format - the 
company ‘photographer’. (Photography did not appear in New Zealand 
until 1841.)  Heaphy’s job was to portray a country that had land ripe for 
agriculture, forest ready to be milled, harbours suitable for sailing ships 
as well as wakas, and congenial ‘natives’. His work was fed back to Head 
Office in England for their advertising campaign to attract immigrants. His 
paintings from 1839-42 are formal illustrations, for reproduction by the 
lithographer. Surprisingly, the lithographers made substantial alterations 
to some of Heaphy’s paintings, such as inserting or deleting figures.

During the next three years Heaphy travelled New Zealand by ship 
or on foot. When his contract with the company ended in 1842, he 
lived in Nelson for several years. During this period he journeyed 
on foot to the West Coast with explorer Thomas Brunner, the first 
two white men to the area. He would have taken care in selecting 
the contents of the rucksack he was to carry for weeks over rough 
and dangerous terrain, but did include his sketchbook and pencil. 
His sketch of a scruffy dog confronting the new phenomenon of 
little penguins was made during this journey.
In 1848 Heaphy moved north and remained in the Auckland, 
Coromandel and Waikato areas for the next 25 years. He appears 
to have preferred an itinerant lifestyle and to have been versatile in 
his employment. In the 1850s he was a draughtsman and surveyor, 
producing admirable maps using watercolour to designate 
features. Surveyors kept field-books of accurate pencil drawings 
of the terrain they surveyed, a legal record required for the survey 
office. Some of Heaphy’s field books, as well as his sketchbooks are 
kept in the Auckland Museum. During the mid 1860s he joined 
a militia unit and went to the Waikato. At Paterangi he rescued 
British soldiers under fire, and was later awarded the Victoria 
Cross, the first ‘New Zealander’ to receive the award. He captured 
the scene in a sketch. After his military service ended, Heaphy 
served a term as Member of Parliament for Parnell and later was 
appointed Commissioner of Native Reserves, followed by other 
civil positions including Judge of the Native Lands Court. In 1880 
his health declined and he moved to Queensland, seeking a better 
climate in which to recover. He died in 1881, just months after 
arriving.
Heaphy’s paintings of the 1850s and 60s were commissions, 
gifts for friends, works for display when the opportunity offered 
or painted for pleasure. Art exhibitions seldom occurred in the 
growing city of Auckland and there was no art gallery until after 
Heaphy’s death. In 1869, he joined with others in establishing 
the Auckland Society of Artists. He continued to paint scenes 
that might interest those ‘back home in England’, such as the 
volcanoes of Auckland and the White Terraces, exaggerating 
features with advertiser’s licence. Although he did not develop the 
free brushwork and atmospheric effects that his contemporary 
‘Mr Turner’ achieved, Heaphy produced fine work, even in the last 
years of his life. Writing in 1940, Eric McCormick, Secretary of 
the National Centennial History Committee, appraised Heaphy’s 
art work: “The sketches meet official requirements admirably, 
indicating topographical details, the nature of vegetation and 
scenery, the appearance of the natives and their manner of life – 
everything in fact that an active and intelligent Board of Directors 
at the other side of the world might wish to have recorded. But 
some – most, indeed – do more than this; they portray experiences 
of an elusive kind. …. Throughout the range of his work you are 
aware of a man wrestling with strange contours and colours of a 
new environment and moreover attempting to define the peculiar 
quality of each part of New Zealand, as he visited it in turn. The 

magnificent sweep of Cloudy Bay, where sea, hills and bush unite 
in once curving harmony; then, in the tropical north, the oily 
calm of a tidal river overshadowed by dense kauris; and, again 
in the south, the warm open Waimea plain, contrasting with the 
gloom of the upper Buller region which no sunshine can quite 
dispel – all this was within Heaphy’s compass.”
Heaphy’s early figures and portraits are stiff and posed, prompting 
his biographer, Iain Sharpe, to write “Subtle physiognomy was 
never one of Heaphy’s strengths as an artist.” In later years he 
made delicate paintings of friends and family. In 1851 he married 
Catherine Churton (Kate) and in ensuing years painted Kate 
and her family, including her father, the Reverend Churton. As a 
direct descendant of the Reverend, I am the proud current holder 
of this work.
Charles Heaphy’s paintings and sketches form a unique and valuable record of early colonial 
New Zealand. Many settlers could draw but few were as able and dedicated to art as Heaphy. 
In his later years he took pride in having been a pioneer and recorder of early colonial 
history. He used pencil, pen and ink, and watercolour, recording places, events, leisure and 
work. En plein air he produced a prolific array of drawings which delight in their humour 
and inform in their detail of work and leisure in his time. They portray such details as 
early buildings, camping equipment, a surveyor’s tools, Maori crafts, and clashes between 
redcoats and Maori. 
Charles Heaphy was a man of many parts, in twentieth century parlance, a do-it-yourselfer.  
He chose to trek in new and dangerous territory, built himself a cottage, hunted pigs, used 
a theodolite as well as a rifle, was enthusiastic about science and history and happy to speak 
publicly. Although he did not return to Europe after 1842, he retained a yearning and a 
regard for European culture. Heaphy’s urge to sketch and paint never left him, whether 
he was exploring the remote outback, fighting as a soldier or working in the city business 
world. He took pleasure in his art and produced an admirable body of work. 
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Guidance on Framing
The Art World of Dunedin
A friendly mix of encouragement and expertise
By DAVID CORBALLIS

Coming from the enthusiasm of entering a Splash exhibition for my first 
time, I am delighted to be asked to say something about Dunedin. 
When I first came to Dunedin, the Otago Art Society (OAS) seemed the 
obvious choice to further my interest in art.  Art had been an interest 
only faintly fostered through my years at school, but when I came to 
Dunedin the Society seemed a friendly mix of encouragement and 
expertise. Eventually I attended a couple of Summer Schools and other 
classes, coming under the influence of John Coley, Austen Deans, as 
well as Audrey Bascand, and Roy Dickison, although not all the courses 
I attended were strictly watercolour.  
The OAS was founded in 1876 by a small group of “gentlemen, 
favourable to the formation of a Society of Arts in Dunedin”. The 
driving force behind its formation was William Mathew Hodgkins, 
father of Frances Hodgkins.  Hodgkins served for nineteen years as its 
second president. (Such a long term of office is now prohibited by the 
constitution, probably as much for the sanity of the president as for any 
other reason!) So watercolour has been a very important influence in its 
development right from the beginning, with presidents such as Alfred 
O’Keefe, John L McIndoe, Gordon Tovey, Myra Thompson, and H.V. 
Miller, all of whom practised in and encouraged the medium. 
I joined the council, and then was president for a three-year term. 
During that time we moved from the iconic Old Northern Post Office 
to our present site in the Dunedin Railway Station. The Northern Post 
Office was the first permanent home of the society and has its own 
dramatic story, which those who were around at the time can tell. Shona 
McFarlane and Fred O’Neill were the prime movers, and with a group of 
supporters from the membership saved the building from destruction, 
modifying it to become a gallery in 1972.  
The Dunedin Railway Station has proved a wonderful location. There 
are now about 600 members and the Society continues to expand both 
in terms of its membership and the art forms it encourages. This means, 
of course, that it’s not specifically a watercolour society. It’s difficult to 
estimate the proportion of watercolours exhibited, though on average I 
would say it accounts for up to ten percent of submitted works, including 
works from really accomplished artists, such as Pauline Bellamy, Audrey 
Bascand, Roy Dickinson, Richard Bolton, Sharon Murcott, Maurice 
Middleditch, Joy Murray, Tony Shields and others. That’s by no means 
an exhaustive list and not all of these are from Otago, but they have 
contributed to our appreciation of what the medium can offer. 
There are a number of thriving groups around the city.  Wakari has for 
many years run a group, and there is, for example, The Open Arts, a 
small art and craft society on the Otago Peninsula, which has a main 
exhibition annually called ‘Almost an Island’. The themes are generally 
about wildlife and scenery on the Peninsula.  They are now planning a 
mid-winter Exhibition at Bellamy’s Gallery and an ‘Otago Peninsula Art 
Trail’ to encourage a sampling of galleries, studios and attractions on 
the Peninsula.
This is something of the environment in which I paint. I haven’t dealt 
with the great natural environment of the Otago and Dunedin area, or 
my subjects, or the feelings which I probably share with many other 
artists – exhilaration over the process, doubts about the product and all 
the emotions in between. Watercolour for me is the finest challenge any 
painter can embark on.

Frames, Mats and More
Contributors: John Toft, Sue Roberts, Alfred Memelink.

Frames
A good frame can help sell your painting. Conversely, an unsuitable 
frame or mat may prevent it from selling. Framing a watercolour is 
expensive but it’s unreasonable to expect a buyer to pay a lot of money 
for your painting if the framing is sub-standard. John Toft found that 
viewing last year’s Splash exhibition with Sue Roberts from Avon 
Framing Supplies and listening to her comments concerning the 
framing of the paintings most instructive. Framing is Sue’s business so 
what she has to say about it deserves attention.
The first point Sue made is that the frame and the mat must lead the eye 
into the painting. White frames are popular but need to be chosen with 
care. Sue pointed out how, when 
a cold white frame is coupled 
with a warm off-white mat, the 
eye goes immediately to the outer 
frame instead of being led into 
the picture. Sue feels that gold or 
champagne coloured frames are 
a good choice for most paintings, 
together with an off-white mat.
A few paintings had frames that 
were too wide and too heavy. 
Such a frame competes with 
the painting for the viewer’s 
attention. Remember, the frame 
should complement the painting, 
not compete with it.

Mats
Mats that were too narrow were another problem. The width of the mat 
in relation to the size of the painting is an important factor in making 
the presentation pleasing to the eye. Purchasing a ready-made frame is a 
way to keep the cost down. However, ‘off the shelf ’ frames are often sold 
with a mat that is narrower than the desirable width.  If you use a ready-
made frame, have a new mat cut that is of suitable width.
When determining the best width, consider that the mat should give 
visual breathing space between the painting and frame, not too much 
and not too little. As a Watercolour New Zealand guide:
• For a quarter sheet 
painting mat width is 
about 70 mm.
• For a half sheet 
painting mat width is 
about 85 mm. 
• The lower side of the 
mat is 10 to 15 mm 
wider than the sides, 
helping to lead the eye 
into the painting. 

Other points to note:
Spacing of paper from glass
As well as showing a painting to the best advantage, the mat provides a 
spacer. The watercolour paper should not touch the glass. If you are not 
using a mat board, the work should be separated from the glass using 
some other type of spacer. If there is no separation the paper can contact 
the glass and mould can result.

Cockling of watercolour paper
The painting paper should be flat. Cockles or buckles caused by 
watery washes or framing the painting before it is completely 
dry, will often show when the painting is hung because the 
lighting from above will cast a curvy shadow on the painting. 
Cockles can be avoided by stretching the paper before 
painting, or 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 from the makeshift press, allow at least a full day for 
the painting to dry. If a painting is framed before it is 100% dry 
there is a high risk of mildew forming.

Backing board
Yes, this work was 
couriered to us at 
Splash 2015! The 
backing board must 
be acid free foam 
board. Use of brown 
cardboard will lead to 
acid attack and foxing 
of the painting. The 
tape must be archival 
quality framers tape.

The swing tag
Poor swing tags cause us much unnecessary work. The swing 
label must be made of sturdy card, not paper which 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, so that, once the painting 
is hung, the tag can be easily read by the cataloguing crew. It 
should also 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 best way to attach the swing label is to tape it to the 
centre top of the back of the frame.
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Workshops

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 04 9342699 johntoft@paradise.net.nz
 Vice President: Sue Wild 04 526 7304 sue.wildnz@gmail.com
 Vice President: Martin Jenkins 04 4797608 apdc@paradise.net.nz
 Treasurer: Jill Hartstonge 04 5676938 jillhartstonge@clear.net.nz

Please post with subscription to:

   Membership, Watercolour New Zealand,
   PO Box 33088, Petone, Lower Hutt 5046, New Zealand

New members who would like a listing in the Artists Directory on our website, please email amethystsky@clear.net

Dates: Friday 22 April to Monday 25 April 2016 (Anzac Weekend)
Venue: The Community Centre at Akitio Beach, east of Eketahuna.

Spend a weekend with fellow-artists, painting outdoors 
and socialising over a drink and meal.  Make new 
friends.  As Akitio is about four hours’ drive from 
Wellington we will want to stay three days, so we’ve 
chosen Anzac weekend.  The venue is the Community 
Centre at Akitio Beach, on the coast east of Eketahuna, 
with bunk accommodation in dormitories.   
We will arrive at any time during Friday or Saturday.  
For this safari we will be making our own shared 
dinners and cleaning up, so everyone will contribute 
and assist.  On Monday afternoon, we’ll hold a ‘show & 
tell’ of our watercolours, before heading home.  Partners 
and friends are welcome.  We will plan to share cars. 

For further information on the Safari weekend please email bookings@watercolournewzealand.co.nz

Autumn Safari 2016

DYNAMIC DESIGN  Class: 2016/1
Tutor: Ted Sherwen

Ted Sherwen is one of New Zealand’s top watercolourists. As a tutor he has a 
wealth of knowledge to share. He knows what delights the viewer’s eye and creates 
a dynamic design: light-dark contrast, hard edges, linked whites, effective shapes, 
cunning calligraphy and colour used in a poetic way. Ted will teach palette selection 
and how to paint with just three to five colours, giving a painting unity. He will 
inspire you to use the full potential of your colours. You will glean a fund of theory, 
watch Ted’s explanatory demonstrations and practise your new learning.

Dates:  12–13 March 2016, 9:30am–3pm
Venue:  Karori Arts Centre, 7 Beauchamp Street, Karori, Wellington
Level: Intermediate to advanced
Fee:  $190  - a few places available

Weekend Workshop

Australian artist, Greg Allen’s portraiture workshop filled fast, so we 
invited him to stay and tutor a shorter general workshop.  In this workshop 
he will teach a fresh, direct way of laying beautiful washes.  He will discuss 
design in composition and other challenging watercolour topics.  Greg is 
an excellent tutor.  He explains techniques with clarity and enthusiasm, 
backing his words with drawings as he goes.  He promises to include 
plenty of fun and laughter.

Dates: Wednesday 4 May & Thursday 5 May 2016, 9:30am–4pm
Venue: Wellington Art Club, 27 Chelsea Street, Miramar, Wellington 
Level: All (not absolute beginners)
Fee: $200

Two-day workshop
TIPS ON WATERCOLOUR   Class:  2016/3
Tutor:  Greg Allen

To book a workshop or request further information:
Email: bookings@watercolournewzealand.co.nz

If you don’t use email, phone Sue Wild (04) 5267304

PORTRAITS IN WATERCOLOUR with Greg Allen   Class FULL

BEGINNERS STEP BY STEP  Class: 2016/4
Tutor: Jacky Pearson

Step by step demonstrations with plenty of individual attention.  Handouts 
and reference material are provided as well as 3-D teaching models.  A range 
of subjects will be covered, including colour mixing, composition, tonal 
effects, brush handling, drawing, and perspective. Day One: We stretch 
paper and discuss types of paper, brushes and paint. Jacky will take you 
through the fundamentals of watercolour and then move on to components 
of a landscape. Day Two: We will paint water, boats and things nautical 
and finish with a critique session. Come and have fun getting started or 
improving.  

Dates:  2–3 July 2016, 9:30am–3pm
Venue:  Karori Arts Centre, 7 Beauchamp Street, Karori, Wellington
Level: Absolute beginners and new learners
Fee:  $160  All materials will be provided and included in the fee

Weekend Workshop

The Gordon Harris 
Online Watercolour Competition

We invite members to enter our 2016 Online Watercolour Competition.  
Photos of paintings are to be emailed in, then the entries will be 
forwarded to a team of judges. 

Competition Closes on 15 April 2016 at midnight.
Prizes:  Gift Cards for Gordon Harris Stores:

1st - $200   2nd - $100   3rd - $50
 
• One entry per member. You must be a member. 
• The topic is open - your choice of subject.
• The entry must be the original work of the member; must not be 
copied from another person’s painting or photograph; must have been 
completed within the last 12 months.
• Photos must be of publishable quality; approx. size 500Kb.
• Photo file name to be in this format:  “Paradise Found by John Smith”
• Email the digital photo of the painting to the Editor:
 sue.wildnz@gmail.com
 Subject line: “WNZ Online Competition”
• The decision of the judges is final and no correspondence will be entered into. 

• Entries may be used for promotion of Watercolour New Zealand. 

 The competition is managed by Watercolour New Zealand.  
 We wish to thank Gordon Harris Ltd for their sponsorship.



Events Monthly Painting Group – ‘MPG’
The outdoor painting sessions have a co-ordinator for each group.  If you would like 
to be on the email list for reminder and update, please email the co-ordinator:
 • Wellington – Judy Langham - judyl@paradise.net.nz
 • Kapiti – Eppie Murton - pauleppie@xtra.co.nz

WELLINGTON GROUP    10:00am – 12:15pm    Coordinator: Judy Langham (04) 9343046
Date Day Coordinator Painting location Café

27 March Jacky Pearson * See below for details
24 April Sue Wild Paint the boatsheds at Pascoe Avenue, Mana. Ruby’s Café, 99 Mana Esplanade, Mana
29 May Judy Langham Scorching Bay, Wellington Scorcharama, Scorching Bay

KAPITI GROUP    9:45am – 12:30pm    Coordinator: Eppie Murton (04) 2931936
Date Day Coordinator Painting location Café / picnic lunch

3 April Eppie Murton Botanic Gardens, Wellington. Meet at Waikanae Station and 
catch 9am train.

Bring a plate for shared lunch

1 May Eppie Murton 53 Kotare Street, Waikanae. Park and walk up to No. 4 for 
wonderful views out to Kapiti

Bring a plate for shared lunch

5 June Eppie Murton Meet at Waikanae River mouth Local café

OTHER DATES for your Diary
12 – 13 March Weekend workshop with Auckland tutor Ted Sherwen at Karori Arts Centre
20 March Watercolour New Zealand AGM: 2pm at Karori Arts Centre, 9 Beauchamp St., Karori, Wellington.  Speaker and 

afternoon tea.
15 April Closing date for entries for Gordon Harris Online Watercolour Competition
28 April – 2 May Five day workshop with Australian tutor Greg Allen at Karori Arts Centre
4 – 5 May Two day workshop with Australian tutor Greg

Allen at Wellington Arts Centre
2 – 3 July Beginners Watercolour workshop with Jacky

Pearson at Karori Arts Centre
15 – 30 October 2016 Splash exhibition (Opening: 14 October)

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

WAIRARAPA DAY OUT
27 March, with Jacky and Tony Pearson

10:30am at their property: 232 Norfolk Road, Carterton
Directions: Drive north from Carterton; turn left on Norfolk Road  
 (prior to Masterton, sign: Mt. Holdsworth), drive 2.5km,
 then up driveway on right to first house (green roof).
Time: Drive time from Wellington is about 90 minutes;
 painting at 10:30am.
Lunch: Bring something small for the BBQ and a salad to share.   
 You are welcome to stay on into the afternoon

Watercolour New Zealand AGM
Sunday 20 March at 2pm 

Karori Arts Centre, 9 Beauchamp Street, Karori, Wellington

Speaker:  Alfred Memelink:  “On the other side of the fence - 
The trials and joys of a new gallery owner”

Afternoon tea will be served.


