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 Welcome to the October 2020  newsletter 

What Have we Been Doing?  
We had very sad news in July when her daughter 
advised Bianca that Audrey Andrews had died on 
2nd July 2020.  
In true Region 6 tradition, we purchased 2 trees in 
Audrey’s name from the Woodland Trust in their 
plantation at the Fordham Hall Estate in Essex. 
This was the nearest open planting but it sounded 
like a lovely spot near the River Colne.  
I think Audrey who was a great gardener—with 
both plantings at home and at an allotment—would 
be happy with the choice of venue.  
Audrey at the AGM 2017—looking very thoughtful.  

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

Sunday Workshops  
Our meetings are held at Park Lane Village Centre 
in Harefield, UB9 6JB and are held on the first 
Sunday of every month.  
We still have no confirmation of when the hall will 
reopen. But as soon as we have anything, I will let 
you know  
When we can have them, Sunday workshops cost 
£2 and start at 13:00 with a demonstration of the 
subject and guidance during the afternoon. For 
weekly classes, please contact the relevant class 
rep.  

Books  
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Angela found this one. I bought a copy.  
It Won Foyles book of the year in 2012.  
It is a well written novella in 50 short chapters and 
10 pictures and is a fictional account of the life of 
Bada Shanren, a favourite of mine , who is consider 
to be one of the most influential Chinese painters of 
all times. It contains accurate historic information 
and uses the very few pieces of input from Bada 
Shan Ren’s life.  
In 1626, Bada Shanren is born into the Chinese 
royal family. When the Ming Dynasty crumbles, he 
becomes a Buddhist monk and an artist, committed 
to capturing the essence of nature with a single 
brushstroke. Then the rulers of the new Qing 
Dynasty, whom he detests, ask him to join a group 
documenting the history of the Ming and he feigns 
insanity to avoid undertaking the tasks assigned. I 
have to confess that I don’t agree with the 
descriptions of how he painted the pictures 
included but it is impossible to know exactly what 
he did.  
It was a restful read.  

 



Peacock Painting (Notes from 2 
sessions with Fu Hua)  

 
White Peacock—Fu Hua  

These notes were taken from two visits to one of 
Fu Hua’s exhibitions in London when the picture 
above was displayed. Some of you may have been 
there!  

Peacocks - both white and blue - are frequently 
used subjects in both free style and meticulous 
Chinese brush paintings. They often appear with 
peonies or in branches of blossom. They can be as 
complex or a simple as you like.  

It is worth using your brush load with some light/
medium ink just to sketch a few different poses - to 
get a feel for the shape of the bird and the 
relational size of its head (small), body, legs (long) 
and tail (very long) before you attempt a full 
painting.  

Although some of the examples in this pack are 
Gong Bi style paintings, we will be working in Lei 
Gu style. These pictures are included because it is 
sometimes easier to work from a more realistic 
depiction of a complex subject when you are just 
getting started  

White Peacock  

The peacock sits looking over its shoulder at us on 
a white magnolia branch, with its long tail sweeping 
across to the right hand bottom corner of the 
composition.  

Fu Hua explained that when painting feathers it is 
best to get the spirit and the form with minimum 
brushwork – don’t paint every line on every feather. 
He said he had painted the full size peacock with a 
minimum of brushwork using the same technique.  

Starting with light ink he laid in the head and body 
and wings; then with very black ink he added the 
eye and the dark edge of the top of the wing; then 
using very weak vermilion, he overlaid some of the 
light ink work – not all – do develop depth. Then – 
to create the feathers on the wings and tail – he 
applied dabs of very light ink using a large mixed 
hair brush; then when only just damp, applied dabs 
of weak vermilion. Over this he applied dabs of 
medium strength white. All dabs must be applied 
very directly using an upright brush and a quick 
stabbing motion. Some should be wet; some dry. At 
the end of the tail, a few very light indigo dabs are 
applied over the white to give additional depth and 
form.  

Having settled the bird on the page, Fu Hua then 
considered what should support it – a rock? A 
branch? Flowers? Fu Hua decided he didn’t want to 
introduce a textured rock or colourful plants, as 
they would take the emphasis away from the 
peacock. He needed something that would 
harmonise the composition. He came up with the 
idea of including a complementary branch of white 
magnolia flowers.  

The magnolia on which the peacock sits, sweeps 
from top right to below the peacock in the left. It is a 
strong dark ink branch – that includes dry and wet 
work. The flowers duplicate the peacock’s 
composition being built up from a light ink outline, 
light vermilion with white dabs; they have green 
centres (mineral green mixed with yellow), orange 
stamen (vermilion and a dash of yellow) and sepals 
dabbed on in ochre mixed with a tiny dash of 
yellow. The overall composition is very strong and 
very open. The branch balances the peacock 
exactly and lower portion with its flowers directly 
reflects the sweep of its tail. The order of painting 
was flower centres; petals, branches; sepals and 
finally leaves.  

Blue Peacock  

It is traditional to start by outlining the beak and the 
eye but if you don't feel brave enough to do that - 
start with the head and the neck.  

Load your outlining brush with dark ink keeping it 
fairly dry - to avoid blobs - using it as an upright 
brush, outline the eye and the beak.  

Load a wolf hair or mixed hair brush with dark ink - 
once again not too wet - starting at the base of the 
beak, lay in the top of the head and the neck as 
one continuous stroke (if possible) and then add 
the lower part of the head once again starting at the 
beak and working towards the next. Remember to 
rotate the brush  

 



Reload the brush with dark ink and lay in the tops 
of the wings and - if you can see it - the tummy.  

Double load your white cloud brush with mineral 
blue and indigo. Paint over the dark ink when only 
just damp  

Starting at the beak, paint over the head of the bird, 
over its face and down its neck using small strokes. 
Keep the brush upright and don't reload - the colour 
will get naturally lighter as you go. Without 
reloading add a few strokes to the tops of the wings 
working in the direction of feather growth. Avoid the 
wing tips. The aim is to use the 'precious dot' effect 
(mineral colour on dark ink) to create the gem like 
colours of the peacock's feathers.  

Reload the brush and work on the breast if it is 
visible starting in the middle and work up. Reload 
and work down. Or work on the back if it is visible 
starting at the neck end and working down the back 
towards the tail if it is visible. Avoid the wing and 
the base of the tail.  

Fu Hua—Blue Peacock  

If your peacock has long legs you might want to 
practice painting long strong straight lines on 
another piece of paper first as the leg should be 
painted in a single stroke. Load a wolf hair brush 
with dark ink and keep it fairly dry to avoid the ink 
spreading to far and holding the brush upright start 
from the bird and paint down. Keep the brush 
upright and be positive.  

Add the feet if you can see them - remember they 
have to be big enough to hold the bird up! Use dark 
ink. Load the wolf hair brush with dark ink - once 
again keeping it fairly dry - keep the brush upright. 
Use a separate stoke for each segment and 
another for the claw.  

Finally, load the white cloud brush with yellow and 
tip with a little burnt sienna. Keep it relatively dry to 
avoid too much spread of colour. Using an upright 
brush stroke, colour in the beak and the iris of the 
eye. Load the wolf air brush with dark ink - keeping 
it relatively dry and add the pupil - leaving a tiny 
gap to show reflected light - don't worry too much if 
you loose it you can always add a white dot when 
the painting is dry.  

 

Fu Hua—Blue Peacock 2  

 

 

 



Painting Baskets  

Baskets have been included in Chinese paintings 
from very early times.  

You can create some wonderful compositions using 
a fairly simple basket which you then fill with fruit, 
vegetables or flowers.  

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Qi Bai Shi – Persimmons and Garlic  

Composition  

You need to think carefully about what is in the 
composition, the position of the basket and the 
level and position of its content. What else is there?  

Think about the overall shape of the image you are 
trying to create and the relationship of the objects in 
it. Is everything going to be in the basket or will 
some things be outside? If so, where will they be? 
To the side? Behind? In front? Or like Qi Bai Shi’s 
picture above – all three.  

How will the items in the basket be arranged? Will 
you see them through the slats in the basket? What 
colours will you use? What effect are you trying to 
create - winter, summer, spring or autumn?  

You can either paint the basket or the contents first. 
Either is acceptable. So start wherever you feel 
most comfortable.  

Remember if you want to show items through the 

basket, if you are using Xuan, you can always turn 
the picture over and paint them in from the back.  

When you have finished the main structure step 
back and check the composition and add a little 
more fruit / vegetables or perhaps an insect if it 
needs to be rebalanced.  

The Basket  

Mo Gu (Wash) Style  

You can either use dark ink or burnt sienna with a 
little ink blended into the tip. It is worth perfecting a 
few different basket shapes which you can then use 
to create various compositions.  

You can either paint the basket first or the contents 
first once you have planned your composition. 
When painting the basket, you can either paint the 
handle or the basket first – the decision is yours.  

Li Yunchang – Autumn Harvest  

Think about the direction you need to work in to 

create the shape of the basket. Make the weave 
fairly open so that the contents can show through in 
places and leave gaps to allow some items to trail 
over the edge.  

Add the handle (if you have one) and remember to 
leave gaps for the contents to overlap or appear in 
front. Use strong positive strokes and use short 
stokes to create a woven effect – if you have a 
woven handle because to curve the lines.  

Leave until almost dry before adding the contents.  

Lei Gu (Outline) Style  

Using light or medium ink load up your outline 
brush and keeping it relatively dry to avoid 
blobbing, lay in each strand of the basket using a 
line for each side of the strand. You need to use 
relatively short strong lines and ensure that you 
overlap the strands as you go or leave spaces in 
which the overlapping strand will be added later. 
Remember to curve the lines to create the shape 
required.  

If the strands are wide enough, you may want to 
add a little light ink wash in places to create 
shadows and develop the texture.  



You can then leave the strands or add colour or ink 
wash to them to get the effect you require.  

The empty basket (above) uses wash-style lines to 
represent the strands that are at the back of the 
inside of the basket. This avoids contention 
between front and back and helps create depth.  

Basket detail – artist unknown  

Contents  

The contents can vary to suit the mood you are 
trying to create. You can even add an insect, 
mouse or squirrel.  

Space restrictions limit the contents description but 
you can add anything you like to your basket.  

Cherries  

Use a white cloud brush for the cherries.  

For dark cherries: use rouge tint tipped with indigo 
and blended in to about 10% of the brush. For red 
cherries: load the brush with carmine tip with bright 
red or rouge tint blended in to 10% of the brush. 
For yellow cherries: load with gamboge, tip with 
carmine and blend in to about 10% of the brush. 
Lay in each cherry using two stokes  

Keep the tip of the brush on the paper rotate brush 
pressing the heal onto the paper to form a curved 
stoke.  

Lay in the other side of the cherry using a similar 
but narrower stroke.  

Try to leave a small gap on some to represent the 
light reflecting off the cherry.  

Leave to dry until only just damp.  

Chai Rui – Cherries and Dragon Fly  

Lay in the stalks as bone strokes using an upright 
wolf hair brush tipped with dark ink. Keep the lines 
organic – not too straight and not too long. Think 
about the directions of growth and how the stalks 
relate to the position of the cherries.  

For the leaves: mix a medium green using yellow 
and indigo. Load the white cloud brush with mixed 
green and tip with indigo. Lay in the leaves with two 
strokes for full leaves and one for side on leaves. 
Don’t add too many.  

Add the veins when the leaves are only just damp 
using positive strokes of an upright brush loaded 
with indigo and just a little ink.  

Lastly think about the balance of the composition. 
Does it look right? If not, add a few more cherries 
or leaves if necessary or perhaps an insect.  

Squirrel and pumpkin—artist unknown  

This is a nice one to try.  

If you have anything you would like to include in the 
next news letter, you can send it to me at 39 High 
Street, Broom, Beds, SG18 9NA or via email to 
marion.dearlove@tiscali.co.uk  

mailto:marion.dearlove@tiscali.co.uk


in translation, written by exiled authors.  
Unveiled to great acclaim during the Venice 
Biennale 2019, this porcelain-covered pavilion is 
intended as a place of contemplation and dialogue. 
'It is about exile,' says de Waal, 'what it means to 
have to move to another country, to speak another 
language.'  

 
Grayson Perry—The Tomb of the Unknown 
Craftsman  

I love this one. Created and displayed as part of an 
exhibition at the British Museum in 2011 and now 
making its return, The Tomb of the Unknown 

Craftsman is a sculpture of an iron ship, sailing into 
the afterlife. The ship is hung with hand-made 
replicas of British Museum objects, representing 
crafts made through history – by forgotten men and 
women – which have survived into the present day.  
That’s Grayson Perry in the picture. He won’t be 
there when you visit it!  
 
 

Exhibitions  
Timed Tickets are required at all sites at the 
moment  

Ashmolean Museum  
TOKYO: ART & PHOTOGRAPHY  
Dates to be announced  

This major exhibition will explore Japan’s capital 
city through the varied and vibrant arts it has 
generated over 400 years, from its beginnings as 
the headquarters of the Tokugawa shoguns in the 
early 1600s to the sprawling modern metropolis 
and dynamic centre of art, photography and de-sign 
it is today.  

Scene Through Wood  

Now open (end date to be confirmed)  
Gallery 8 
Free Admission  

Celebrating the art of wood engraving over the last 
100 years, this exhibition curated by Anne Desmet 
RA, has displayed the most outstanding wood en-
gravings in the Ashmolean, complemented by loans 
from private collections. Marking the centenary of 
the Society of Wood Engravers, the exhibition 
charts the history and global spread of this widely 
loved art form.  

British Museum  
They have 2 free exhibitions included in the route 
around the lower floors. The upper floors are not 
open.  
Edmund de Waal—library of exile  
Created as a 'space to sit and read and be', library 
of exile is an installation by British artist and writer, 
Edmund de Waal, housing more than 2,000 books 


