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Contemporary	artist
reference:	'Mr.	Werewolf'
Mr.	 Werewolf	 (i.e.	 Jakub	 Rozalski)	 was	 the	 main

inspiration	 that	 grounded	 the	 title	 of	 apertures	 in	my

passion	for	painting	beautiful	landscapes.	In	a	search	to

extend	my	work	 into	that	of	narrative	and	history,	Mr.

Werewolf	 proved	 to	 be	 a	 fantastic	 starting	 point	 for

the	embellishment	of	landscapes	with	a	story.	His	work

urged	me	to	consider	symbolism,	the	use	of	history	or

fantasy	to	develop	a	narrative	for	the	scenes	I	want	to

depict	in	my	artwork.		

He	 creates	 fantasy	 or	 semi-historical	 stories	 from	 a

scene,	 existing	 landscape	 or	 imagination	 which	 are

highly	 captivating	 for	 the	 viewer.	 His	world	 of	 1920+

for	 example,	 incorporates	 robots	 and	 war	 machines

into	 a	 traditional	 historical	 setting	 to	 provoke	 the

viewer	 by	 the	 juxtaposition	 which	 begins	 the

unravelling	of	the	story	in	the	viewer's	mind.

With	a	sketchy	technique	used	on	digital	platforms,	he

is	 able	 to	 place	 details	 and	 figures	 in	 his	 imagery

without	 the	 demanding	 photo-realistic	 style,	 that

makes	his	work	 so	much	more	accessible	 and	easy	on

the	eye.	His	use	of	block	colours	in	the	background	and

faded,	 suggestive	 shapes	 for	 much	 of	 the	 landscape

focus	the	viewer	in	on	the	figure,	through	which	he	tells

his	stories.

'Dual'	(Above)
This	piece	is	a	good	example	of	Mr.	Werewolf	using	his

imagination	and	fantasy	to	develop	a	clear	narrative	to

his	work.	As	well	as	the	technical	success	of	the	piece,

notably	the	faded	colours	and	tones	of	the	monster	 in

the	background	adding	depth	 to	 the	piece	and	setting

the	 mood	 with	 the	 mist,	 the	 piece	 evokes	 a	 strong

emotion	in	the	viewer.	This	goal	has	been	consistent	in

all	of	my	work.	For	me,	emotionally	connecting	with	the

viewer	gives	 landscape	painting,	and	 indeed	any	art,	 a

greater	purpose	and	dimension	than	simply	depicting	a

scene.	 This	 piece	 is	 so	 effective	 in	my	 eyes	 therefore,

because	it	visually	represents	the	bravery	and	boldness

of	the	viking	figure	in	the	foreground,	that	connects	the

viewer	 with	 the	 character	 simply	 by	 the	 way	 the

composition	is	set	out.	Furthermore,	I	have	a	particular

interest	in	the	viking	and	fantasy	genre,	which	drew	my

attention	to	the	work	in	the	first	place.

'25th	February	1831'	(Below)
In	 this	 piece,	 the	 artist	 demonstrates	 his	 skill	 at

inverting	 a	 seemingly	 normal	 war	 painting	 by

combining	the	fantasy	with	the	historical,	to	create	an

interesting	narrative	to	connect	with	the	viewer.





Historical	artist	reference:
John	Martin	(Romanticism)

As	 well	 as	 inspiration	 from	 contemporary	 fantasy

artists,	I	have	looked	at	the	work	of	the	Romantics	who

were	 particularly	 good	 at	 telling	 stories	 and	 using

symbolism	 in	 their	 paintings,	 executed	 with	 a	 great

degree	of	skill.

These	 images	 require	 a	 certain	 level	 of	 contextual

knowledge	 about	 the	 history	 or	 biblical	 stories	 to

understand	 what	 the	 symbolic	 details	 mean	 in	 the

story.	 This	 makes	 the	 artwork	 less	 accessible	 than

some	contemporary	works	which	incorporate	a	certain

amount	of	ambiguity	to	allow	the	viewer	to	play	a	part

in	 the	 storytelling	 too.	 However,	 I	 still	 found	 a	 lot	 to

take	away	from	these	works,	and	was	fascinated	by	the

skill	 and	 attention	 to	 detail	 of	 one	 artist	 in	 particular,

John	Martin.

His	 focus	 on	 light	 to	 draw	 the	 viewer	 I	 find	 to	 be

particularly	effective,	the	stylistic	use	of	lightening	the

distant	 objects	 and	 upper	 areas,	 with	 the	 foreground

and	 lower	 areas	 almost	 always	 being	 in	 shadow.	 This

can	 be	 explained	 by	 the	 religious	 connotations	 of

Heaven	 and	 Hell,	 a	 symbolism	 he	 often	 incorporates

into	his	paintings,	which	 shows	he	has	 considered	 the

composition	in	depth	to	bring	it	to	life	with	story.

'The	Great	Day	of	His	Wrath'	(Top)	
The	 visually	 grand	 landscapes	 Martin	 paints,	 such	 as

this,	 depicting	 the	 apocalyptic	 story	 of	 the	 Book	 of

Revelations,	 capture	 the	 viewer's	 attention	 and	 awe

from	the	outset.	

When	the	details	are	considered,	the	story	is	expanded

upon.	 Martin	 paints	 the	 cities	 falling	 into	 an	 abyss

whilst	hoards	of	the	condemned	clamour	to	escape	the

destruction	 of	 'His	Wrath',	 that	 vividly	 tells	 the	 story

hitting	the	viewer	hard.

Whether	my	work	seeks	to	have	such	a	dark	impact	or

not,	 I	 will	 look	 to	 emulate	 the	 skill	 demonstrated	 by

John	Martin	 of	 increasingly	 drawing	 in	 the	 viewer	 as

each	detail	is	considered.

'Pandemonium'	(Bottom)	
My	 favourite	 piece	 by	 John	 Martin	 however,	 is	 this

painting	 of	 the	 capital	 of	 Hell	 called	 'Pandemonium'.

The	lighting	is	especially	brilliant	here,	from	the	moody

glow	of	 the	 lava	 lighting	up	 the	scene,	 to	 the	glints	on

the	Devil's	shield.	A	vignetted	focus	is	used	here	also	to

focus	the	viewer	in	on	the	important	parts	of	the	piece.





Relating	analysis	to	my
painting
In	 terms	 of	 style,	 the	 use	 of	 dark	 areas	 in	 the

Romantics'	 paintings	 gives	 a	 degree	 of	 depth	 and

impact,	 but	 the	 application	of	 this	 for	my	work	would

depend	on	the	narrative	I	wish	to	create.	In	both	of	the

Romantics'	 and	 Mr.	 Werewolf's	 work,	 the	 use	 of

atmospheric	perspective	to	focus	on	areas	of	the	piece

is	 highly	 effective,	 and	 is	 something	 that	 I	 wish	 to

emulate	to	create	depth	in	the	compositions	I	paint.

Thinking	 practically,	 combining	 primary	 recordings	 of

figures	and	landscapes	on	Photoshop	would	be	helpful

to	create	an	idea	of	the	imagery	I	will	paint.	With	digital

overlaying	of	 imagery	 in	this	way,	 I	can	get	a	sense	for

the	whole	composition	and	develop	narrative	 through

this.	

I	do	like	the	ambiguity	of	the	stories	in	the	pieces	by	Mr.

Werewolf,	 but	 I	 could	 consider	 creating	 captions	 to

assist	the	viewer	 in	engaging	with	the	narrative	of	the

piece.	

The	size	of	the	images	I	paint	would	be	dictated	by	my

ability	 to	 paint	 in	 the	 figures	 with	 speed	 and	 detail,

given	 this	 is	 the	 area	 I	 have	 not	 done	much	 of	 before

and	 a	 skill	 that	 needs	 to	 be	 practised.	 However,	 I	 do

hope	to	paint	on	a	large	scale	to	achieve	the	impact	of

works	like	the	Romantics.

Contemporary	source
reference:	Phillip
Pullman

I	have	also	drawn	 inspiration	 from	the	 fantasy	author,

Phillip	 Pullman's	 books,	 particularly	 The	 Golden

Compass	 and	 The	 Subtle	 Knife.	 He	 writes	 about	 the

exploration	of	new	worlds	through	portals	and	focuses

on	 magic	 and	 storytelling	 heavily.	 As	 well	 as	 general

inspiration	 for	 the	 creation	 of	 a	 fantasy	 or	 fictional

world,	 his	 work	 encourages	 the	 viewer	 not	 to	 take

things	at	face	value.	In	this	way,	his	books	have	inspired

me	to	think	about	apertures	as	ruptures	in	the	normal

world,	 which	 has	 opened	 up	 new	 possibilities	 for	 my

painting.	



Ideas	for	embellishing	the
landscape
Developing	on	my	thoughts	about	Mr.	Werewolf's	work	and

Phillip	Pullman's	books	relating	to	apertures,	I	now	want	to

create	work	that	will	take	the	landscape,	or	ordinary	world,

and	 turn	 it	 into	 something	 more.	 My	 goal	 then	 is	 to

embellish	 the	 landscape	 with	 people	 and	 objects	 to	 tell

stories	 through	 the	 scene,	 emotionally	 and	 visually

transporting	 the	 viewer,	 much	 like	 the	 captivating	 artists

and	Pullman's	stories	do	in	portals	to	other	worlds.	

Rather	 than	 seeking	 out	 Biblical	 stories	 or	 ancient

mythology	like	the	Romantics	did	for	their	stories	and	then

creating	 an	 imagined	 landscape	 around	 this,	 my	 process

could	 do	 the	 opposite.	 My	 love	 of	 landscape	 is	 partly	 for

how	 	 people	 and	 their	 stories	 are	 tied	 to	 the	 landscapes

they	inhabit,	and	one	of	my	favourite	parts	of	travelling	and

recording	 landscapes	 is	 the	 stories	 I	 hear	 that	 come	along

with	the	places	and	people	I	visit.	An	effective	process	then,

could	 be	 to	 embellish	 the	 landscape	 with	 its	 own	 stories,

history	 and	 people	 to	 develop	 a	 narrative	 which	 centres

around	the	place.	With	the	landscape	being	at	the	forefront

still,	I	can	incorporate	narrative	into	my	work	in	a	way	which

transports	the	viewer.	

Relating	this	to
'Apertures'

Tying	 this	 goal	 to	 the	 title	 of	 'Apertures',	 and	 its

synonyms	 like	 rift	 and	 rupture,	my	work	will	 focus	 on

connecting	with	a	viewer	through	narrative	by	opening

up	rifts	in	the	landscape	or	scenery	to	reveal	the	stories

held	 within	 it.	 Apertures	 to	 me	 therefore,	 are	 the

vehicle	 through	 which	 I	 can	 move	 a	 viewer	 on	 an

emotional	 and	 visual	 level	 into	 the	 new	 realms	 I

develop	 through	 landscapes,	 history	 and	 people.	 My

work	 could	 bring	 the	 viewer	 into	 a	 closer	 connection

with	the	 landscape	by	revealing	the	history	of	a	place.

This	would	go	further	than	presenting	a	viewer	with	an

image	 of	 a	 landscape	 stood	 still	 in	 the	 present,	 by

including	 the	 rich	 context	 of	 its	 past	which	 fascinates

me	so	much.



Contemporary	artist
references:	Benjamin
Hardman	and	Jason
Charles	Hill

Benjamin	Hardman-	Photographer
	

Benjamin	 Hardman	 is	 a	 photographer	 based	 out	 of

Iceland	 who	 focuses	 on	 the	 Polar	 and	 seasonal

elements	 of	 the	 landscapes	 that	 surround	 him.	 He

produces	 photographs	 of	 high	 intensity,	 mood	 and

often	mystery	with	fog	being	a	staple	of	his	work.	

Whilst	I	was	in	Iceland	taking	my	own	photos,	his	work

was	 a	 big	 influence	 on	 my	 approach,	 with	 a	 sense	 of

curiosity	at	the	heart	of	it.	

Jason	Charles	Hill-	Photographer

Jason	Charles	Hill	is	a	favourite	traveller-photographer

of	mine	who	majors	 in	wide	 lens	work	 to	 capture	 the

awesomeness	 of	 natural	 landscapes.	 I	 have	 a	 similar

attraction	 to	 big	 landscapes	 and	 spaces,	 which	 when

recorded	 through	 paint	 can	 create	 a	 huge	 impact	 on

the	viewer.

I	 especially	 admire	 the	 way	 this	 photographer	 uses

perspective,	 clouds	 and	 other	 techniques	 when

enhancing	his	photos	to	place	part	of	the	image	in	focus

in	a	considered	way.	This	can	draw	the	viewer	towards

one	 aspect	 of	 the	 composition,	 like	 the	multiple	 focus

points	with	both	figure	and	 river	do	effectively	 in	 this

image	(right-bottom).





Iceland
Reference
Photos
I	 have	a	 lot	 of	 landscape	photography	already	 to	draw	on

which	 I	 could	use	 to	develop	a	narrative.	Photos	 from	my

travels	 have	 always	 come	with	 stories	 I	 hear	whilst	 there

and	I	inherently	tie	these	to	the	landscape	around	me.	

My	 favourite,	 and	 possibly	 most	 successful	 photos	 were

taken	 in	 the	 breathtaking	 southern	 Icelandic	 countryside

surrounding	 Reykjavik.	 The	 combination	 of	 the	 brilliant

sunshine	 lighting	 up	 the	 snowy	 scenes,	 interesting

reflections	 in	 the	 ice	 and	 water,	 and	 unusual	 sights	 like

geysers	make	 these	 photos	 special.	Whilst	 taking	 them,	 I

learnt	 lots	 of	 Icelandic	 history;	 for	 example,	 the	 crevasse

pictured	(right)	was	once	the	site	of	an	annual	gathering	of

viking	chieftains,	sheltering	out	of	the	snowstorms.

Any	 landscape	 photos	 I	 take	 now,	 back	 in	 England,	 won't

match	up	 to	 these	 simply	because	of	 the	 characteristic	of

the	 landscape	 itself.	 Therefore,	 to	 make	 my	 record

responses	more	personal,	I	will	focus		on	figures	to	place	in

the	scene;	perhaps	some	vikings.



A	wider	shot	of	the	crevasse	here	is

effective;	the	eye	is	drawn	up	to	the

mountains	 slowly,	 whilst	 the

foreground	 detail	 of	 the	 small

bridge	adds	interest.

The	depth	of	 the	blue	 in	 the	water

of	 the	 foreground	 here	 adds	 some

mystery	 to	 the	 piece,	 which	 also

uses	a	path	to	lead	the	eye	into	the

landscape	towards	the	mountains.	

This	 image	 has	 some	 beautiful

details	 such	 as	 the	 reflections	 in

the	 water,	 and	 the	 winding	 river

guides	 the	 eye.	 There	 is	 not	 much

interest	or	depth	in	the	background

however.

The	small	church	in	this	image	may

not	be	true	to	the	viking	theme,	but

the	 buildings	 certainly	 add	 an

interesting	dimension	 to	 the	piece,

and	 the	 foreground	 river	 provides

depth.	

This	hut,	built	over	a	geyser	makes

for	 a	 fascinating	 scene.	 The	 steam

billowing	 out	 of	 the	 chimney	 and

openings	 creates	 a	 mysterious

foggy-like	atmosphere	that	has	lots

of	narrative	potential.

The	 sea	 in	 this	 image	 has	 a	 very

unusual	colour	which	drew	me	to	it

at	 the	 time.	 It	 also	 opens	 up	many

opportunities	 with	 developing	 a

narrative	 involving	 vikings	 sailing

to	Iceland.	



Other
Photos:
Morocco

An	alternative	 set	 of	 photos	 I	 could

use	 are	 those	 I	 took	 whilst	 in	 the

Atlas	Mountains	 in	Morocco.	 These

highlight	 the	 contrast	 in	 the

landscape	 between	 the	 luscious

green	 valleys	 within	 the	 mountain

range	 and	 the	 desert	 which

surrounds	 them.	 In	 terms	 of

narrative,	 they	 also	 have	 many

opportunities	 for	 development	 of	 a

narrative	 from	 their	 past.	 The

'Moorish'	 and	 Berber	 cultures

merging	 provides	 a	 plethora	 of

material	 to	 work	 with,	 and	 having

met	the	Berber	nomads	whilst	in	the

area,	 I	 could	 incorporate	 their	 lives

into	 my	 work.	 Finding	 figure

references	 for	 this	 may	 be	 much

more	challenging	though.



Other
Photos:
Vietnam

Similarly,	 I	 could	 use	 the	 photos

from	 a	 trip	 to	 Vietnam,	 which	 has

some	of	the	richest	culture,	colours

and	stunning	landscapes	I	have	ever

come	 across.	 The	 starkly	 different

landscapes	 of	 paddy	 fields

stretching	 out	 for	 miles	 and

mountainous	forests	make	for	really

interesting	 compositions.	 The

ancient	 architecture	 I	 explored

whilst	 there	 was	 also	 extremely

captivating.	For	these	photos	I	could

build	narratives	around	the	farmers

in	traditional	'pyjama'	outfits,	or	the

Buddhist	 monks,	 or	 the	 ancient

Vietnamese	 princes	 and	 warriors;

all	 again	 difficult	 to	 source

reference	for.	



The	2018	 'EY	Exhibition:	 Impressionist

in	 London'	 at	 the	 Tate	 Britain	 was	 an

inspiring	 collection	 of	 pieces	 made	 by

Impressionists	 during	 the	 1870s	 when

many	 French	 artists	 had	 fled	 the

violence	 in	 France	 for	 the	 safety	 of

England,	 especially	 London.	 Their

personal	 experiences,	 contrasting	 war

and	peace	with	the	emotions	that	come

with	 both,	 heavily	 influenced	 the	work

they	 produced.	 The	 way	 many	 French

artists,	 like	 Sisley,	 painted	 suburban

London	 was	 with	 bright	 colours	 and

tranquil	 compositions,	 reflecting	 their

feeling	 of	 sanctuary	 compared	 to	 war-

torn	France.

It	 was	 interesting	 to	 see	 how	many	 of

the	narratives	 explored	 in	 these	pieces

were	achieved	by	the	artists,	in	terms	of

paint	 application	 and	 considerations	 of

composition.	

'Self	portrait'	(Jean-
Baptiste	Carpeaux)

I	 share	 Carpeaux's	 admiration	 of

the	 old	masters'	 skill	 for	 lighting	 a

subject.	 This	 artist	 was	 influenced

by	 Rembrandt,	 but	 went	 on	 to

create	self-portrait	in	an	otherwise

different	style;	which	I	found	much

more	 exciting.	 I	 especially	 admire

the	use	of	thin	paint	applied	loosely

to	 block	 in	 the	 features	 with

fervour	 and	 expression	 in	 the

impressionist	way.	Then	the	thickly

applied	 paint	 is	 added	 just	 for	 the

highlights,	 which	 gives	 the	 piece

depth	 and	 form,	 whilst	 retaining	 a

bold	 style	 because	 of	 the

brushwork.	 In	 my	 work	 I	 wish	 to

use	a	similar	variation	of	 thickness

in	 paint	 to	 draw	 attention	 to	 key

details.	

'The	Dream:	Paris
Burning'	(Jean-Baptiste
Corot)

This	 piece	 is	 full	 of	 symbolism	 and

narrative,	 as	 well	 as	 being	 an

impactful	 composition.	 Corot

paints	 the	 burning	 ruins	 of	 Paris

after	 the	 events	 of	 1870	 with	 the

Paris	Commune	and	Prussia,	which

the	 artist	 foresaw	 in	 a	 dream.	 Full

of	 raw	 emotion,	 the	 piece

symbolises	 France	 as	 the	 figure,

still	 standing	 tall	 after	 Prussia	 laid

it	 to	 waste.	 The	 artist	 connected

with	this	story,	experiencing	it	first

hand	 and	 fleeing	 to	 England	 to

paint	 this.	 I	 greatly	 admire	 the

symbolism	in	this	piece,	but	also	its

expressive	 application	 of	 paint	 to

depict	the	smokey	ruins.		

'Impressionists
in	London'
at	Tate	Britain



'The	Tinker'	(Alphonse
Legros)

This	 piece	 by	 Legros	 is	 an	 unusual

fit	 for	 an	 Impressionist	 collection,

but	 I	 admired	 it	 for	 parts	 of	 the

composition.	 The	 artist	 achieves	 a

focus	 on	 the	 figure	 and	 pots,	 not

only	 by	 placing	 them	 in	 the

foreground,	 but	 also	 by	 painting

them	 to	 a	 	 finer	 degree	 of	 detail.

The	rest	of	the	painting	is	left	much

more	 blurry	 to	 let	 it	 fall	 away;	 he

effectively	 prioritises	 parts	 of	 the

composition	 with	 how	 he	 paints.	 I

want	 to	emulate	 this	 technique,	 to

force	 the	 focus	 on	 one	 area	 and

grab	 the	 viewer's	 attention	 to	 tell

them	a	story	through	the	way	 I	 lay

out	the	composition.	

'View	of	the	Thames:
Charring	Cross	Bridge'
(Alfred	Sisley)

Sisley's	 staple	use	of	 short,	broken

brushwork	 to	 paint	 in	 water	 was

what	initially	grabbed	my	attention

with	this	painting.	But	what	I	found

to	be	more	 impressive	was	his	 use

of	atmospheric	perspective	with	an

interesting	 horizon	 line	 to	 create

depth	 in	 the	 scene.	 The	 limited

colour	 palette	 keeps	 the	 painting

simple	and	easy	on	the	eye,	but	he

is	 able	 to	 achieve	 a	 sophisticated

and	subtle	set	of	colours	to	capture

the	 time	 of	 day	 and	 atmospheric

affects	well.	Using	a	limited	palette,

but	with	colour	subtleties	 is	what	I

can	take	away	from	this	work.

'Parliament	at	Sunset'
(Claude	Monet)

One	 of	 my	 favourite	 Monet's	 was

on	 exhibition	 here;	 his	 series	 of

paintings	 of	 the	 Houses	 of

Parliament	 in	 low	 light	 are	 famous

for	a	reason.	The	atmospheric	light

effects	of	foggy	London	at	dusk	are

captured	by	 this	master	 extremely

well.	 The	 series	 uses	 a	 clear	motif,

allowing	 Monet	 to	 focus	 on	 the

light	dancing	around	the	water	and

sky,	 rather	 than	 getting	 bogged

down	 in	 redrawing	 structures.	 I

also	 like	 this	 image	 in	 particular

because	 he	 achieves	 a	 great

warmth	 of	 colour,	 whilst	 using

blues.	 If	 I	paint	vikings	 in	 Iceland,	 I

don't	necessarily	want	the	scene	to

be	cold.



Tate	Britain	Permanent
Collection:	JMW	Turner
'Heidelberg'	(Top)

Turner's	use	of	atmospheric	perspective	for	depth	and

intrigue	 in	 this	 painting	 is	 one	 of	 the	 best

demonstrations	 of	 his	 skills	 as	 an	 oil	 painter.	 The

foreground	 crowds	 and	 spire	 in	 the	 lower	 centre

painted	 in	with	darker	 shadows	and	 contrast	 create	 a

vastness	 to	 the	 composition	 when	 they	 are	 placed

against	 the	 mountains	 which	 fade	 back	 into	 the	 sky

having	been	painted	in	very	faintly.

The	 light	 centre	 of	 the	 piece	 and	 crowds	 beneath	 are

typical	 of	 his	 style,	 but	 are	 highly	 effective	 as	 a

compositional	 structure	 here,	 giving	 subliminal

religious	 evocations	 much	 like	 the	 work	 of	 the

Romantics	with	Heaven	and	Hell.	

For	me,	 the	piece	 is	 aesthetically	 pleasing	particularly

because	 of	 the	 way	 the	 mountains	 converge	 to	 the

centre	 and	 frame	 the	 piece	 well.	 When	 planning	 a

composition,	 I	 need	 to	 consider	 how	 the	 land	 lies

together	to	build	a	piece	with	harmony	and	depth.	

'Norham	Castle	Sunrise'	(Bottom)

This	piece	is	my	favourite	oil	painting	by	Turner.	I	consider	it

to	be	the	best	demonstration	of	his	talent	for	capturing	the

subtleties	 of	 colour	 and	 light	 with	 delicate	 yet	 expressive

brushwork.	 In	 terms	 of	 paint	 application,	 his	 use	 of	 thin

washes	 of	 pigment	 are	 effective	 in	 developing	 the

impression	that	light	emanates	from	the	canvas,	rather	than

flatter	 colours	 applied	 in	 one	 thick	 layer.	 This	 technique,

rather	 than	 the	 overtly	 expressive	 thick	 brushwork	 of	 the

impressionists	 is	what	I	want	to	emulate	 in	my	work	as	the

narrative	 I	 develop	 will	 require	 more	 attention	 to	 subtle

details	than	broad,	loose	brushwork	will	allow	for.	However,

I	 do	want	 to	 use	 broad	 brushwork	 in	 some	 areas,	 perhaps

the	 sky,	 to	 keep	 the	piece	 from	being	 too	 tight	 and	photo-

realistic	which	I	find	makes	a	painting	less	accessible.	

The	composition	uses	linear	perspective	with	the	banks	too

which	helps	draw	the	viewer	into	the	piece	to	the	cow	which

forms	a	focal	point.	





Sutton	Hoo
and	Viking
Collection	

(The	British	Museum)
Objects

A	visit	to	The	British	Museum's	collection	of	original	pieces

of	Viking	and	Saxon	weaponry,	jewellery	and	other	objects

was	 very	 helpful	 in	 developing	 a	 profile	 of	 primary

recordings	 for	 the	 my	 chosen	 narrative	 of	 vikings	 in

Iceland.





Jorvik
Vikingfest	

(York)	Primary	record
of	figures

The	 near	 perfect	 opportunity	 to	 get	 primary	 record	 for

figures	 arose	 when	 I	 was	 coming	 up	 with	 ideas	 about

incorporating	vikings	into	Icelandic	landscapes.	The	Jorvik

Viking	Museum	in	York	ran	their	annual	Vikingfest,	where

historical	 reenactors	 and	 vendors	 dress	 up	 as	 vikings.	 So

much	thought	and	research	goes	into	the	outfits,	and	they

proved	to	be	just	what	I	needed	to	get	photos	of	vikings	for

my	paintings.	



A	 stern	 look,	 this	 man	 could	 be

used	 effectively	 as	 a	 guard	 or

soldier	in	line	in	one	of	my	scenes.	

A	 strong	 posture	 and	 imposing

looking	figure,	this	man	has	a	great

detail	 added	 to	 his	 outfit	 with	 the

hat	and	beard.	

Holding	 the	 helmet	 and	 axe,	 this

figure	 looks	 authentically	 viking	 in

every	regard,	he	could	be	fitting	for

many	scenes.

This	 image	 may	 be	 difficult	 to

incorporate	into	a	piece	unless	he	is

placed	 in	 the	 foreground,	 but	 it

demonstrates	 the	 atmosphere	 of

the	event	well.	

The	 same	 man,	 but	 in	 a	 different

pose,	 walking	 away	 from	 the

viewer	 could	 be	 effective	 as	 a

marching	soldier.	

The	 intense	 stare	 of	 this	 figure

makes	 him	 very	 versatile;	 his	 look

of	 contemplation	 would	 be	 best

used	with	 him	as	 a	 solo	 figure	 in	 a

big	landscape.	



Jorvik
Vikingfest	

(York)	More	objects

Arguably	 even	 better	 than	 any	 museum,	 the	 objects	 and

weapons	 I	 photographed	 at	 the	 Jorvik	 Vikingfest	 in	 York

were	perfect	to	flesh	out	a	collection	of	reference	imagery

for	my	ideas	on	vikings.	There	were	a	plethora	of	craftsmen

selling	 contemporary	 copies	 of	 traditional	 viking	 gear,

whilst	collectors	also	brought	in	original	objects.	





Considering	technique

When	experimenting,	I	will	be	considering	technique	in

general.	More	specifically,	 I	will	 look	at	the	application

of	paint.	For	me,	Carpeaux’s	self	portrait	used	thin	and

loose	paint	but	thick	for	the	highlights	effectively.	Also,

Mr	Werewolf’s	 	 sketchy	 style	 used	 to	 paint	 in	 details

without	being	photo-realistic	is	an	effective	in	between

for	 me	 to	 adopt.	 Meanwhile,	 Turner’s	 use	 of

atmospheric	perspective	 is	highly	effective	 in	creating

depth	with	washes	of	light	and	I	can	use	the	technique

by	Legros	 in	 ‘The	Tinker’	 to	 achieve	depth	by	blurring

the	background.	

Looking	 at	 surface,	 I	 should	 experiment	with	working

on	canvas.	The	problem	 I	 face	 is	 that	 I	 don't	want	 too

much	texture	or	give	to	the	surface	if	 I	am	going	to	be

using	 thin	washes.	 I	 could	 also	 try	working	on	primed

oil	 paper	 because	 this	 is	 effective	 at	 absorbing	 turps

well.	Wood	 is	 another	 viable	 option,	 it	 has	much	 less

give	and	could	take	the	paint	well	if	primed	with	acrylic

first.	 This	means	 I	 also	need	 to	 consider	 the	 colour	 of

the	 surface;	 perhaps	 a	 neutral	 one	 that	 ties	 the	 piece

together	like	a	mid-blue,	but	not	too	warm	or	cold.	

Using	 a	 limited	 colour	 palette	 could	 be	 effective	 in

creating	 a	 mood	 whilst	 ensuring	 the	 images	 is

accessible	to	the	viewer,	like	Sisley's	work	was.	I	should

be	 careful	 to	 not	 paint	 the	 landscape	 as	 bright	 as	 the

photo	 which	 sometimes	 makes	 the	 scene	 look	 too

sunny	and	cheery	for	the	narrative.	

My	intentions	for	this	set	of	smaller	experiments	then,

are	to	trial	the	palette	and	temperature	of	the	painting

in	 a	 colour	 study.	 I	 also	want	 to	 consider	 the	 surface;

especially	trying	out	canvas	and	oil	paper	to	see	if	these

should	be	discounted	or	not.	These	are	not	meant	to	be

super-polished	 pieces	 with	 finished	 details,	 and

because	of	 the	small	scale,	 the	paint	application	 is	not

going	 to	be	 fully	 considered;	 thick	or	 thin	washes	and

how	to	paint	in	figures	will	be	something	to	decide	in	a

larger	practice	piece	later.

The	outcome	of	 the	first	 study	 (right)	was	an	effective

colour	study;	 I	managed	to	accurately	capture	 the	sea

colour	in	particular.	Also,	mixing	in	browns	and	blues	to

the	 snow	 areas	 ensured	 that	 the	 piece	 wasn't

monochrome.	With	regards	to	the	surface	though,	the

paper	didn't	have	much	give	in	accepting	the	turps	like	I

thought	 it	 would.	 This	 means	 I	 tended	 to	 apply	 paint

thicker,	 which	 I	 need	 to	 steer	 clear	 of	 stylistically

because	it	can	jeopardise	the	details	of	the	piece.





Further	exploration

To	 improve	on	this	 technique	and	considering	what	 to

do	next,	I	certainly	need	to	experiment	on	a	larger	scale

to	 combat	 the	 issues	 I	 had	with	 paint	 application	 and

detailing.	 I	 should	 also	 look	 to	 include	 figures	 in	 the

scenes	 and	 test	 how	 I	 can	 make	 the	 background	 fall

back	 using	 atmospheric	 perspective	 in	 thinner	 paint

washes	 to	 keep	 the	 focus	 on	 the	 middle-ground	 and

people.

I	will	also	try	another	colour	and	surface	study	(right)	to

test	out	 canvas.	After	 this	 I	 can	 then	decide	on	which

surface	to	use.	Additionally,	I	could	do	a	painting	with	a

figure	study	as	its	focus	to	get	some	practice	of	painting

the	 vikings	 themselves,	 and	 perhaps	 this	 could	 be

incorporated	into	one	of	my	larger	practice	pieces.

I	 also	 need	 to	 look	 further	 at	 paint	 application,

considering	thickness	and	looseness	of	style	to	ensure

my	final	piece	is	well	thought	through.

After	these	practice	pieces,	I	will	need	to	spend	time	on

the	 composition,	 looking	 at	 developing	 narrative	with

how	I	position	figures	and	areas	of	the	landscape.	

In	 this	 colour	 and	 surface	 study,	 I	 painted	 a	 smaller

section	of	one	of	the	best	images	from	Iceland,	focusing

on	 blending	 back	 the	 mountains	 with	 a	 softer	 brush

and	working	up	a	detailed	foreground.

The	colours	of	 the	mountains,	mixing	 in	 the	greys	and

blues	with	a	 touch	of	 raw	umber	was	effective	to	give

them	 some	 depth	 whilst	 ensuring	 they	 kept	 a	 misty,

distant	 feel.	 The	 foreground	 colours	 were	 a	 bit	 too

bright	 in	 places,	 the	 green	 shows	 up	 brightly	 in	 this

image,	 and	 the	 burnt	 sienna	 was	 too	 garish	 for	 this

landscape.	These	are	key	things	to	be	aware	of;	bright

blues	can	 look	good	 to	stop	 the	 image	 from	becoming

too	cold	and	they	catch	the	eye	well	when	put	in	rivers,

whereas	I	need	to	dull	down	greens	and	browns	in	the

foreground	so	that	they	do	not	dominate	the	picture.		

Working	 on	 canvas	 gave	 an	 unpleasant	 feel	 to	 the

paint.	I	found	the	surface	to	be	too	rough,	and	wanted

to	 paint	 on	 something	 smoother,	 but	 that	 still	 had	 a

tooth	 to	 allowing	 it	 to	 take	 the	oil.	 Therefore,	 a	wood

surface,	 perhaps	 one	 with	 a	 grain	 rather	 than

chipboard	or	MDF,	would	be	a	suitable	surface	to	work

on.	





Photoshop
experimentation

I	used	Photoshop	to	digitally	overlay	and	move	around

the	 figures	 onto	 the	 landscapes	 I	 had	 from	my	 trip	 to

Iceland	 to	 start	 experimenting	 with	 narrative	 and

scene	development.

This	was	done	by	clipping	each	of	the	figures	or	objects

out	 of	 their	 backgrounds	 and	 placing	 them	 into	 the

landscape	files	I	had.	I	then	toyed	with	the	scale	of	the

figures,	 placing	 them	 at	 different	 points	 in	 the

landscape	to	create	depth	by	varying	their	size.	Also,	 I

edited	the	raw	landscape	photos,	enhancing	the	blues,

contrasting	 up	 the	 foregrounds	 and	 flattening	 the

background,	 and	 cropping	 to	 the	 areas	 of	 interest	 to

frame	the	composition.	

Discarded
experiments

These	are	 some	of	 the	experiments	 I	made,	but	didn't

continue	with,	 as	 I	 preferred	 the	 outcomes	 of	 others.

Despite	 this,	 they	 had	 some	 interesting	 aspects	 and

they	 certainly	 helped	me	 learn	 and	 refine	my	 process

on	Photoshop.



This	 first	 trial	 uses	 my	 favourite

landscape.	 It	 has	 a	 strong	 and

consistent	 blue	 to	 underpin	 the

whole	painting,	while	the	definition

in	 the	 snow	 is	 also	 pleasing.

However,	 one	 of	 the	 biggest

challenges	 with	 this	 piece	 is	 the

faces	 of	 the	 figures	 being	 so	 close

up,	 in	 fact	 dominating	 the	 piece

with	something	that	isn't	my	strong

point	in	painting.	

In	 this	 second	 piece,	 I	 like	 the

solitude	of	 the	 figure,	 his	 guardian

like	 pose	 develops	 an	 interesting

narrative	 of	 his	 relationship	 with

the	 landscape.	 The	 foreground	 in

this	 piece	 would	 be	 hard	 to	 paint

though,	 and	 some	 interaction

between	multiple	characters	would

be	nice	to	have.	

The	 ice	 in	 the	 foreground	 here

would	 be	 a	 beautiful	 texture	 and

colour	to	paint.	Also,	the	boat	in	the

background	 pronounces	 the

perspective,	 the	 meandering	 river

drawing	 the	 eye	 to	 this	 middle-

ground	 focal	 point.	 The	 figures

engage	 the	 viewer	 and	 look

inviting.	However,	the	orange	tunic

doesn't	 fit	 in	 with	 the	 rest	 of	 the

colour	scheme	and	the	faces	of	the

men		would	be	challenging.	



Favourite
Photoshop
experiment

This	 is	 my	 most	 successful

Photoshopped	 image,	 the

landscape	 itself	 being	 one	 of	 my

favourite	 too.	 I	 started	 by

developing	 the	 landscape's	 own

story	 from	 its	 layout;	 the

meandering	river	draws	the	viewer

through	 the	 picture	 towards	 the

mountains,	and	so	I	placed	the	first

figure	 in,	 the	 walking	 soldier,

pointed	 towards	 the	 mountains

following	the	river's	path.

The	 key	 things	 I	 changed	 were	 to

switch	the	solider	to	face	the	hill	on

the	 right	 so	 that	 he	 was	 walking

away	 from	 the	 closest	 foreground

on	 the	 bottom	 left	 and	 towards

something	 of	 interest.	 I	 then

developed	 the	 narrative	 by

creating	a	viking	camp	on	the	hill	to

the	 right	 for	 him	 to	walk	 towards,

with	guards	and	a	 shield	wall.	 I	 set

this	 up	 on	 the	 natural	 line	 created

by	 the	 bush	 on	 the	 hill,	 and	 in	 a

comfortable	 middle-ground	 of	 the

piece.	



Practice	image
Photoshop
experiment

In	 this	 experiment,	 the	 one	 I	 used

to	 practice	 painting	 a	 section	 of,	 I

developed	 a	 narrative	 based

around	 the	 sea	 and	 the	 cove-like

foreground.	 Firstly,	 I	 placed	 in	 a

boat	 in	 the	 middle	 ground	 and	 a

group	 of	 figures	 and	 a	 soldier

announcing	 the	 arrival	 of	 the	 ship.

Then,	 I	 adjusted	 the	 size	 of	 the

figures	 to	 make	 the	 scale	 more

realistic,	 and	 flipped	 the	 boat

around	 to	 make	 it	 look	 like	 it	 was

sailing	 into	 the	 cove.	 Finally,	 I

added	 figures	 and	 shields	 to	 the

boat	 and	 replaced	 the	 foreground

people	with	soldiers	facing	the	boat

which	 looked	 like	 a	 more	 realistic

interaction	 between	 the

characters.	

The	 outcome	 had	 a	 successful

composition-based	 narrative,	 with

good	 relative	 proportions	 for	 the

figures.	It	also	used	the	 	thirds	rule

well	 to	 	 make	 a	 balanced

composition.	



Practice	piece

I	 practiced	 my	 techniques	 further	 by	 painting	 a	 larger

section	of	a	scene	with	figures	in.	Choosing	the	scene	I	had

created	 with	 the	 boat	 arriving	 into	 shore,	 I	 painted	 a

vertical	section	of	it	to	include	sky,	mountains,	sea,	figures

and	foreground.	

I	 am	 pleased	 with	 the	 final	 outcome	 for	 a	 number	 of

reasons.	The	technique	of	using	a	large	brush	to	blend	back

the	 clouds	 and	 soften	 the	 mountains	 proved	 highly

effective,	 creating	 the	kind	of	misty	distant	 look	 I	wanted

to	 achieve.	 Painting	 the	 figures	 in	 was	 a	 good	 learning

curve	for	me;	I	have	applied	knowledge	of	depth	of	colours

and	tones	to	make	the	figures	stand	out	and	developed	my

fine	 brushwork	 skills	 for	 the	 details,	 whilst	 remembering

that	 I	 need	 to	 allow	 for	 drying	 time	 to	 achieve	 the	 finer

details.	 Also,	 I	 developed	 a	 process	 of	 blending	 in	 grass

textures	with	short	upright	strokes	with	a	small,	flat	brush,

which	works	well	to	get	around	painting	in	blades	of	grass

or	 the	 twigs	 of	 bushes	 individually.	Using	 a	 cobalt	 blue	 in

the	 shadows	 of	 snowy	 areas	 was	 also	 effective,	 but	 will

need	 time	 and	 focus	 to	 get	 this	 right	 in	 areas	 of	 crisper

detail.

The	very	foreground	blurring	with	a	large	brush	works,	but

I	need	to	be	careful	not	to	overdo	this,	blending	the	browns

through	 the	 white	 completely.	 Also,	 some	 of	 the	 white

highlights	in	the	snow	are	a	bit	too	bright	and	detract	from

the	overall	harmony	of	the	piece	and	a	focus	on	the	figures.	



Firstly,	 I	 used	 an	 OHP	 printout	 of

the	 image	 and	 projected	 it	 up	 so	 I

could	 quickly	 sketch	 it	 out	 on	 the

board	 I	 had	 prepared.	 This	 was

effective	 since	 the	 board	 was	 a

large	one	at	1m	high.	

I	traced	on	top	of	a	blue	wash	that	I

applied	 to	 the	plywood	board,	 one

which	 was	 thin	 enough	 to	 let	 the

grain	 of	 the	 wood	 show	 through

and	 build	 a	 mid	 tone	 for	 the

background.

Next,	 I	 painted	 in	 the	 sky	 and

mountains	using	 thin	washes	of	oil

and	 a	 big	 soft	 brush	 to	 soften	 the

marks	 out.	 I	 was	 especially	 happy

with	the	 light	blues	 	 in	 the	sky	and

warm	greys	in	the	ice.		

I	 painted	 in	 the	 sea	 in	 a	 much

darker	blue	to	give	the	piece	some

depth	 and	 let	 the	 lighter	 figures

stand	out	against	it.	But	the	mess	of

snow	 and	 rocks	 in	 the	 foreground

was	a	challenge.

Testing	 out	 how	 to	 leave	 the

details,	 I	 tried	 knocking	 back	 the

snow	on	the	right	so	the	silhouette

doesn't	 stand	 out	 too	much,	 like	 it

does	on	the	left,	which	proved	to	be

effective.

I	 also	 tested	 out	 blurring	 the

brushwork	 for	 highlights	 and

details	on	the	right,	like	the	sketchy

style	 of	Mr.	Werewolf,	 rather	 than

the	 clumsier	 sharpened	 details	 on

the	left.



Contemporary	artist
reference:	John	Wentz	and
Anselm	Kiefer

'Don’t	need	that	ending	till	its	time'
(John	Wentz)	

I	 admire	 John	 Wentz's	 use	 of	 paint,	 with	 the	 rough

edges	 and	 sketchy	 style;	 my	 favourite	 aspect	 of	 the

digital	 artists	 that	 I	 have	 studied,	 but	 achieved	 in	 oil

paints.	 However,	 more	 impressive	 is	 his	 use	 of

materials	and	layering	surfaces	his	painting,	such	as	the

newspaper	 in	 the	 foreground	 of	 this	 piece.	 This	 is

effective	 in	 adding	 interest	 to	 the	 surface,	 but	 its

genius	is	in	the	way	he	links	materials	or	found	objects

relevant	to	the	scene	into	the	surface	of	his	painting.	It

creates	a	distinctive	and	tangible	connection	between

the	process	or	use	of	materials	and	the	narrative	of	the

piece,	proving	to	be	very	engaging	with	the	viewer.	This

inspired	 me	 to	 consider	 the	 possibility	 of	 doing

something	 similar	 in	 my	 work,	 using	 materials	 or

layering	 found	 objects	 linked	 to	 the	 story	 to	 add

interest	 to	 the	 surface	 and	 emphasise	 the	 narrative

further.	

Anselm	Kiefer

Anslem	 Kiefer	 uses	 found	 materials	 in	 a	 landscape

painting	 with	 a	 heavy	 focus	 on	 surface	 with	 tangible

materials	 to	 enhance	 a	 narrative	 and	 engage	 viewers.

He	takes	the	process	used	by	Wentz	a	step	further	by

incorporating	3D	objects	into	the	painting	and	building

up	 the	 surface	 to	 create	 some	 of	 the	 most	 revered

modern	art	paintings.

Developing	my	 thoughts	 on	 these	 two	 artists,	 I	 could

use	the	process	of	using	materials	in	the	surface	to	aid

a	 tangible	 historical	 narrative	 in	my	 viking	works.	 For

example,	 I	 could	 take	after	Kiefer	and	use	documents,

grass,	dirt	or	coins	to	add	texture	to	the	painting.	Or	 I

could	 experiment	 with	 subtly	 including	 imagery	 into

the	layers	of	my	painting	to	the	same	effect.	One	way	of

achieving	this	would	be	using	heat	transfer	paper.





Experimenting
with	heat
transfer

I	decided	to	test	out	the	process	of	heat	transfer	of	 images	to

the	surface	of	my	paintings	to	include	objects	which	can	aid	the

narrative	of	the	piece.	Linking	this	back	to	'Apertures',	I	would

be	 developing	 hazy	 layers	 of	 narrative	 and	 interest	 with

objects,	 just	 like	 the	 indefinite	 process	 of	 understanding

history.	 The	 heat	 transfer	 paper	 works	 by	 ink-jet	 printing	 an

image	 onto	 one	 side	 and	 applying	 heat	 to	 the	 other	 with	 an

iron,	and	then	pealing	the	back	off	the	paper	and	revealing	the

image	pressed	onto	the	surface	(I	used	plywood,	but	this	can	be

done	onto	others).	

The	 outcome	 of	 these	 experiments	 was	 interesting,	 with

varying	degrees	of	success.	For	example,	painting	over	the	top

of	 the	 transfered	 images	 (right)	 was	 relatively	 successful;	 the

images	weren't	 too	 bold	 this	way,	 but	 it	was	 difficult	 to	 keep

the	acrylic	paint	thin	enough.	I	also	know	that	using	Photoshop

to	cut	out	the	objects	will	help	keep	them	distinctive,	and	can

be	 used	 to	 work	 out	 the	 sizing	 of	 the	 objects	 in	 the

composition.



This	 was	 the	 first	 trial	 using	 the

iron	 on	 the	 heat-transfer	 paper,

and	was	successful	as	I	applied	the

heat	consistently	across	 the	paper,

meaning	 the	 whole	 image	 was

transfered	equally	strong.

In	the	second	trial,	 I	used	fabric	on

top	of	 the	paper,	which	meant	 less

pressure	was	put	directly	onto	 the

image.

The	 outcome	 of	 this	 trial	 was

arguably	 less	 effective,	 unless	 the

faded	 look	 is	 desirable.	When	 hot,

sticky	 areas	 of	 the	 paper	 can	 be

peeled	off	with	the	fabric.

In	this	next	trial	I	found	that	cutting

out	the	objects	looks	effective;	it

leaves	more	bare	wood	to	paint	on

and	defines	the	images	well.			

In	the	final	trial	I	looked	at	painting

the	wood,	then	applying	the	iron	on

images	 to	 make	 sure	 there	 is	 a

consistent	 under	 colour	 between

the	images.	

I	 then	 also	 looked	 at	 painting	 over

the	 images	 in	 a	 thin	 wash.	 This

worked	 well	 but	 the	 highlights

were	 heavily	 tinted	 blue	 and	 I

didn't	iron	on	for	long	enough.	



Contemporary	artist
reference:	Theo	Prins
Theo	Prins	is	another	digital	artist	who	creates	fantasy

landscapes	 for	 big	 video	 games	 companies.	 The	 loose

and	sketchy	 layering	of	marks	and	colours	 in	his	work

makes	for	a	harmonic	composition.	Prins	clearly	has	an

eye	for	colour,	limiting	his	palette	to	analogous	colours,

whilst	choosing	 interesting	alien	colours	 in	his	 fantasy

landscapes.	 This	 simplifies	 the	 imagery	 that	 makes	 it

easy	on	the	eye	for	the	viewer,	allowing	them	to	roam

around	 the	 scene	 to	 admire	 his	 brushwork	 and	 be

drawn	to	focal	points	in	detail.

Arguably	more	impressive	is	Prins'	use	of	depth	of	field.

He	 uses	 flat	 colours	 in	 tonally	 similar	 blocks	 in	 the

background	 to	 add	 in	 details,	 allowing	 those	 in	 the

foreground	 and	 middle-ground	 to	 take	 precedence.

What	 I	 take	 away	 from	 this	 is	 the	 use	 of	 perspectival

distortion	(or	atmospheric	perspective)	to	create	layers

to	 the	 painting	 that	 draw	 the	 viewer	 into	 the

composition	gradually.	It	also	means	the	viewer	isn't	hit

immediately	 by	 a	 dominant	 background	 feature,	 like

mountains,	which	would	be	an	unrealistic	depiction	of

the	landscape	anyway.	

This	 top	 piece	 is	 from	 Prins'	 personal	 collection,	 and

brilliantly	demonstrates	his	ability	to	create	a	depth	of

field.	As	well	as	layering	block	analogous	colours	in	the

background,	 he	 makes	 the	 middle-ground	 lighter,

almost	in	a	spotlight	way,	and	the	foreground	darker	to

increase	 the	 sense	of	depth.	This	 lighting	also	 focuses

the	 eye	 on	 the	 central	 structure,	 highlighting	 a	 key

strength	of	his	to	capture	the	attention	of	a	viewer.

The	 piece	 below	 demonstrates	 his	 sophisticated

understanding	 and	 use	 of	 colour.	 The	 complementary

pinks,	 reds	 and	 greens	 juxtapose	 well	 to	 create

interesting	 textures	 in	 the	 foreground,	 whilst	 the

blends	 of	 blues	 and	 greys	 for	 the	 mountains	 behind

fade	back	well	to	frame	the	piece.	





Extension	of
favourite
experiment

Building	 on	 what	 I	 had	 already

created	 for	 this	 composition,	 I

began	 saturating	 and	 contrasting

the	 fore	 and	 middle-ground	 and

blurring	 the	 background,	 to	 create

a	 greater	 sense	 of	 depth	 in	 the

piece.	 	 Then,	 I	 pasted	 in	 a	new	 sky

with	 some	 clouds	 from	 another

photo	 I	 had,	 which	 helped	 to

accentuate	the	blue	in	the	river	and

create	 an	 interesting	 sky.	 Next,	 I

extended	 the	 sky	 upwards	 to

exaggerate	 the	 'S'	 in	 the	 river,

drawing	 the	 viewer	 up	 into	 the

piece.	Lastly,	I	placed	a	sword	in	the

bottom	 left	 corner	 pointing

towards	 the	 camp,	 as	 evidence	 of

the	battle	 the	soldier	 is	 leaving.	As

well	as	this,	I	used	Photoshop	to	cut

out	 objects	 from	 my	 photos	 and

arrange	 them	 in	 the	 river	 so	 they

looked	 as	 if	 they	 had	 sunk	 to	 the

bottom;	the	remnants	of	the	battle.

These	 would	 be	 heat	 transferred

on	 as	 a	 subtle	 detail	 in	 the

foreground,	 building	 on	 my	 ideas

from	Wentz	and	Kiefer's	work.



Considering	scale

When	thinking	about	how	large	to	paint	this	scene,	I	wanted	to	create	something	big	with	impact.	But	I	also	had	to

consider	some	practical	 restrictions,	 such	as	 the	maximum	size	of	plywood	sheets	and	the	15	hour	exam	time.	 I

needed	the	surface	to	be	large	though,	to	ensure	the	real	size	of	the	figures	were	large	enough	to	paint	in	a	suitable

degree	of	detail.	I	found	out	that	the	biggest	ply	sheets	are	244	by	122cm,	and	the	last	practice	piece	I	did	(of	size

100	by	38cm)	took	me	5	hours	to	do;	so	I	chose	to	stick	with	a	similar	scale	and	be	ambitious	for	my	timings.	The

final	size	of	my	image	therefore,	is	122cm	high	by	138cm	wide.	This	ensures	the	figures	are	not	too	small	to	paint

either;	the	biggest	figure	is	19	by	9cm,	and	the	smallest	is	7	by	2cm.	



Compositional
features

Leading	Lines	
"Leading	 lines	help	 lead	 the	viewer	 through	 the	 image	and	 focus

attention	 on	 important	 elements.	 Anything	 from	 paths,	 walls	 or

patterns	 can	 be	 used	 as	 leading	 lines.	 Leading	 lines	 do	 not

necessarily	 have	 to	 be	 straight	 as	 illustrated	 by	 the	 picture	 (top

right).	 In	 fact	 curved	 lines	 can	 be	 very	 attractive	 compositional

features.	In	this	case,	the	path	leads	the	viewer	to	the	right	of	the

frame	before	swinging	in	to	the	left	towards	the	tree.	 I	also	made

use	 of	 the	 rule	 of	 thirds	 when	 composing	 the	 shot."	 	 I	 used	 the

same	technique	with	my	shot,	using	the	banks	of	the	river	as

leading	lines.

Foreground	Interest	and	Depth	
"Including	 some	 foreground	 interest	 in	 a	 scene	 is	 a	 great	way	 of

adding	 a	 sense	 of	 depth	 to	 the	 scene.	 Photographs	 are	 2D	 by

nature.	 Including	 foreground	 interest	 in	 the	 frame	 is	 one	 of	 a

number	 of	 techniques	 to	 give	 the	 scene	 a	 more	 3D	 feel.	 In	 this

photograph	 of	 a	 waterfall	 in	 The	 Netherlands,	 the	 rocks	 in	 the

river	 provided	 a	 perfect	 source	 of	 foreground	 interest."	 The

foreground	banks	against	the	bush	and	mountains	add	depth

in	my	image	here.

(Credit:	PetaPixel)	
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