VICTOR RICHARDSON REVEALS HIS 6-STEP PROCESS FOR CREATING
FAINTINGS THAT DELIGHT THE SENSES AND SO00THE THE SOUL.

atisse once said that a

painting was something a

tired businessman could
relax with after a hard day at the
office. Something o help one
unwind, rather like sinking into
a cosy chair with a stiff drink
Judging by the amount of abuse
heaped upon him by the critics of
capturing beauty on film
Wherever 1 go, 1 always try 10 carry

his day, he probably regremed this
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that he suggests on a camern, even if it is only a small

that basic question, What is

pocket variety. So often [ will carch
use of am? a glimpse of something wonderful
Many argue today that for an and in just a few moments it is
o have any relevance, it must say gone, so 1 like 1o be prepared

something meaningful and possibly Irish skies are a good example

contain some political or moral The south-westerlies Blow grear

view of our values in WIATY banks of clouds in from the Atlantic

society. Much good an cenai creating a constantly moving

fits these criteria, but in my tableau of light and shade on the

experience. particularly in Europe landscape. One solitary cornficld

representation:tl paintings of can glow with light while the rest

landscape or lowers are of of the countryside is in shadow

dismissed as trivial, because “they Ter see and remember is all very
have nothing to say™. In response well, but a photograph is extremely
I propose that an antist has much helpful. These photographs and a
1o say if he can accurately convey few quick pencil sketches are my

the miraculous, sun-rippled beaury notebook for the studio painti

an orchard in flower and let us They provide the buire bones of

share his evident pleasure in the the composition, which I flesh o
| I

oy of seeing sometimes in colours of my own

Over the vears | have tried 1o invention to convey the sensation

do what that great an educator of mood
Kobert Henri outlined in his book,
The Am Spirit”,

“Thwr cirtist must first fearen to soe,

following twe paths

When I'm ready 1o stan work in the
then to filter and select by memon studlic, 1 find that my work tends
the most cholce sensations. He does 1 Fall into two categories — either
nof merely reproduce natire, but large, atmospheric paintings of trees
strives to meake o personal statement and water or more detailed studies
of what seems mozt beaiful of architecture or flowers. In either
to Bim, ol that particular place

cinred Hime.
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process of painting is quite logical

a broken surface
as visual therapy

anl straightforward, ||1'.|||\.||'|_|_: 2K

hasic steps

1. Choosing the right surface

I have always been Fascinated by
reflections in water ancd the way
light falls both verically (creating
4 mirror image) and horizontally
as little flecks of translucence on
the surface. For this type of scene,
I prefer a large surface of 140lb
wiatercolour paper glued onta
acid-free mount board. To give a
firmeer support, | sometimes use
Foamoore board, Watercolour
paper can be treated with gesso or
acrylic to provide a suitable ground
for pastel, The smaller, detailed

paintings are done on sanded board
and almost entirely executed in
pastel pencil, No matter the size,

I prefer to work on pale backgrounds,
simply because | do most of my
drawing in pencil and I can see

what I'm doing

2. Drawing the composition

I prefer o outline the composition
with either lead or pastel pencils.
I am quite clinkeal abour this,
emploving just a single line with
no attempt @ shading. My aim

is simply 1o denote where
evervihing will be. The more

CONTIMUED ON P

Lavender Fields, 20 x 30" (51 x Técml
The rows of lavender seem to me lilke
corduroy, leading the eye inta the

i

stance. This ancient landscape

Evening Light, Dinan,

25 x 297 |é& x Them]

That golden light as day fades always

makes me fe ood. This picture has
that nspire me

reflections and the
@ of a world that
s sadly long gone. Why can't we build
ke this anymore?




artin the making a colour pattern in 6 steps

F rom time to time, [ like to do more intimate,
up-close scenes such as this flaral painting

As you can see, this piece 1s more about pattern
than depth. It also possesses a combination of flat

blocks of colour with both long and shart strokes.

drawing in pencil
| created the initial drawing in pencil on sanded board
| never use an eraser on this surlace because it tends to

rermove the grit necessary for the pastel to adhare

4:0:1!1: interest putting on finishing teuches
On top of the prussian blue, | began 1o suggest a mare Mow | put in the highlights and details. As usual, | worked
§ 15 mot @ hard and fast rule
ning the shape of the buds
k drag gh

d pattern of stems and leaves. | really from dark to light, altt
it kepl that long tapering ir r I stroked on the ¢
ce of blue on the edges of and petals. A white

Ky ovgr the

4
ghiening some areas
15 and sharpening up the

& and there was appled with

unRderpainting was var
angle. The main flowers and stem: | Fimished by
inting tend to be lLighter in tone,

th thiese stems and leaves added later

astel pencils, The pencils are
s better for keeping the edges of the

orks better than a sharpener

6 enjoying the results

Here is the end result

mS angd

Irises [soft pastel on sanded

board, 13 x 14” or 33 x Jécm)
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Polly's Pond, Savannah,
& x &6° (112 x 11Tem)
This beautiful creek, so
typical of the Georgia Low
Country, is located on

Talahi Island, just outside
Savannah. | have stayed

here with iriends every spring
for the Last 10 years. | have
panted it often — it is almost
like a second home.

Sunrise on the Bropt, France,
20%: x 214" |52 x 55cml
Early mornings are a favourite
time, when colour just begins
to bleed lhfl:I'.Il._||' » frees and
the shadows are long

CONTINUED FROM PAGE 14
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grief 1 will have later. When using
lead, 1 do so lightly, ctherwise the
pastel will not adhere and simply
skid over the ghiny surface of

the graphite.

3. Blocking in the blue
underpainting

On the large, looser landscapes,

I block in the shadow areas with

prussian bue pastel the darkest

tone | can find. | prefer blue o

hlack because | can mix and L11_|'L'r

colour on top without deadening

the tones. The blue underpainting
miakes it easier 1o mix interesting
greens, whereas black tends to give
me urghd greys — maybe it's just
me! In the Nower paintings, I use
dark blue to draw the negative

space that the flower occupies.
This enables me to see clearly the
shape of the flower. When 1 mix
the greens of the leaves behind
the Aowers, 1 try (o leave the
faintest line of blue on the edge of
the flower, which brings it forward
from the busy background.

4. Pouring on the colour

I lhl_' mext "‘{'F_ 1 saturate lhl.'
paper with colour, basically

filling in the shapes of the whole
composition, leaving no white
paper showing. 1 then add another

layer of colour, lightening here

and there to suggest form

5. Making marks

I then begin another layer of
colour, this fime concentrating on
texture by adding dots or dashes,

Ediste Island, South
Carelina, 1&%: x 18"
(36 x &Bem]
The colours of the marsh
grasses ang the steamy
atrmosphere of the Carolina
Low-country were the
imspiration for this puece
The anly drawback was the
masquitoes = they love
Irish blopd!

Much of the painting was
done with pastel pencils

which are ideal tor making
the tiny little textural marks
suggesting the movement
on land and water. The Light
&% were Laid on at the end

ar
wilh very soft pastel. | ranely
fix the finished work because
| find that sprays tend 10

kill whites and deaden the
overall effect

The River Dropt, France, 24"/; x 30" |62 x Them)

Here's ancther peaceful backwater, this time in the Don
Bergarac. The river bends under an old railw
of the day. Monet would have loved o paind
to a foam core support, and the image wa
t was layersd with texture and some of the final marks were made with a white conle slck

wing regi
s soft colouwrs at the d
1406 watercalour pap
sainted in reds with large sticks ol ps




McKenna Bridge, Dublin,
&2 x &7 1107 x 120cml

The Grand Car
into the centre of Dubli

ravgi 'I:l S0

55 in the b & and

The autumn

idealised
shown a5 it
cught to be!

Brantome, France,
32 x 40" [81 x 102cm]
This is the Dordogne at its

best with its medieval

using hard pastels or pencils, My
paintings are always busy, packed
with little points or dashes of
colour, and it often surprises me
that such a broken surface can
convey a sense of tranguility. 1 try
to use unusual colours and as many
as possible per square inch. This
is usually when happy accidents
oceur and effects are created that
I didn’t even consider. Such are
the joys of pastel — the beauty

of drawing and vibrant colour all

at onee!

6. Heightening the contrasts

The final stage is to accentuate the
contrasts by adding highlights in
soft, creamy pastels or by darkening
the shadow areas, sometimes even
using black. I take care with this,
though, because a litle goes a

long way. As with all painting, the

biggest problem is to know when
1o stop. Oh, the aumbser of times
I've fiddled and tinkered and
eventually tickled something o
death! My motto now is: if in
doubt, STOP and come back to

it another day.

creating visual therapy
Atmosphere and design are the
mast important aspects of what

1 do. 1 look for possibilities of
playing about with light and
texture, and I hope that these
qualities in my finished paintings
will give pleasure. A client once
sald that he bought one of my
ause it made him

y by looking at it
like 1o think of my work as visual
therapy, so refreshing that even
Matisse's tired old businessman

pictures be

feel good, sin

would enjoy it. C

The Quarry Lake and

The Furry Glen,

both 25 x 29" {44 x Taem)
These are both places in
Dublin's Phoenix Park, ane of
Europe’s biggest city parks.

It has a zoo, o or concert
area, lakes, herds of deer and
even the official residence of
the American ambassador 1o
. Early in the morning,
sun rises and burns off
the mist on the déwy grass,

it i% & magical place
two painfings, | tried to sh,
iy delight in find ng such a
hawven in the middle of a lLarge
city. In both cases, the water
15 suggested by making the
reflections with vertical
strokes of colour to creale
an appraxim, frrar image
then laying down Little
bars of light harizontally to
suggest the surface plane
The latter must be perfectly
horizontal, atherwise it

he water is

In these

e

AN

will Seerm i

flowing uphill!




Roches Paint, County Cork, Vs x 27V~ 124 x TOcm]
This scene has that typical pearly light that falls Like a sp
from pale skies in our part of the world. | like the fact that | cannol meliculous with the initial pencil drasang. | ne
ram this anglbe and the way the old coastguard but | do use my photogr
soe are lit like a theatre sei. In & composilion possible. Time spent at 1

light like this, where there is a lof of architecture, | am wery
o7 project slides
s to give as accurale a rendering as

L stage is iime saved lalér on

see the sk

houses ghik

Still Merning, Kinsale,
14 x 387" (38 x 8Tcml
My studio i% just a few T

from here. In recent 1

this old fish
become a yi
gourmet centre. | love the
still mornings when the
harbour is like a mirrar

Belli Tower, Montignac, France, 14 x 337 (36 x B&cm]
d sl bextures of growing things in these allotments and orchards
| like the cosy feel of this busy and fruitful landscape in the southwest of France

| was fascinated

=T
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The Brest-Nantes Canal, France, 27 x 35" [4% x 8%cm]
France is full of guiet walerways lined with poplars. The Brest Mantes Canal in Brittany

5 no encepl and every bend seems to frame a picture waiting 1o be painted

about the artist

Victor Richardson was born in Belfast Looking back, he says that he has

in 1952, He moved to County Cork in been very fortunate and is particularly
1974, working at night to earn a living appreciative of his wile's support
to suppert his young family and “She was willing to let me dream
painting during the day. Gradually he my crazy dreams and to accepl the
began ta find a markel for his oils precarious linancial exstence that
and charcoal skelches, Around 1980, is the lot of many artisls. Mot many
somenna gave him a bex of soft waomen could rear twe children and
pastels. 1 didn’t even know what it Livee like that.” 5
was, but it was soon clear (o me Yictor is represented by the
that | had found my niche. Galleries Solomon Gallery, Dublin, Ireland
thereafler began to promote me as and by the Jerald Melbarg Gallery,
a pastellist.” Charlotte, Morth Caraling, USA



