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Richard
Lewis

Wings on Roadster

I have always seen my journey of painting for the last
25 years as slowly learning to see.
After getting my degree in architecture at SCIArch I
decided that being able to do nice renderings for other
architects might be a good may to make money when I
have extra time. I chose watercolor because oils always
seemed too smelly. I always liked cars so I started by
painting a Ferrari and after a few hours it actually looked
like a car. I had only bought a half dozen colors with about
half being shades of red so my first series was Italian cars.
Each one took longer and was better than the last as I was
more careful in getting details correct. So, I bought more
paints and got bigger paper.
I do my paintings from a projected slide and at first I kept
seeing anything or anybody in the reflections as a distraction
to the car. Then I did “Duesy Chrome” and kept in the car
reflecting in it. I felt this added to the painting. When I took
my next photographs I tried to get certain reflections as
much for the interest as the challenge. This lead to “XK120
on XK140”. Shortly after that I had twin boys and couldn't

“It is amazing how
moving
one inch can
totally change
the whole picture”
paint for a few years. But, the concept of the “Fraternal
Series” where one car related to the other had to be
reflected came to me. This really narrowed down what I

Richard Lewis

Buick Chrome
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would take pictures of. I thought no one would want a
Mustang reflected on a Rolls Royce.
Now my painting have much less to do with the car
than the reflections in the car. I am always looking to
find interesting clouds, trees, other cars and people in
the reflections when I take my pictures. All these
reflections are what make the curves in the chrome
and body of the car show off really well. I also look for
reflections that go back and forth on each other. One
of the challenges I have is getting the reflection look
like the car with out getting too distorted.

completely or the next wet layer would turn the previous
layer to mud. So, now I usually paint about 3-4 hours at
a time and wait a day or two before the next layer goes

It is amazing how moving one inch can totally change
the whole picture. I will usually shoot a dozen shots, just
moving a tiny bit in each direction. It isn't until I view the
pictures on the computer that I really see some of the
more interesting reflections I hadn't planned on capturing.
Now when I am driving I often find myself looking at
reflections in the cars around me. I find it interesting to
watch the reflections change as the cars go down the
road. A partly cloudy day can make almost any car look
beautiful to me. I don't remember noticing reflections
like this before I started painting. But now I feel like I see
them all the time and really do enjoy them.
My method of painting with watercolors is to layer the
colors on. This means that each previous layer has to dry
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Richard Lewis

Mercedes grille
Hispano Suiza chrome
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Richard Lewis

Black beauty

on. I have as many as forty layers of colors to get to the
blackest blacks. This gives large areas a much more
dynamic look than just one quick dark layer. This method
gives clouds a great look in the reflections.
In the early 1980’s, long before I took up painting, I did
some computer art. This was long before PCs or color
printers were around.
The only output was with an eight pen plotter. The only
way to get multiple shades of a color was to tell the
computer to draw multiple times in the same area. The
computer had a pen stylus that I would trace over an
area and tell it what color to fill in. When I started using
5

watercolors I just kept thinking the same way and would
first lay down a color that is lighter than weak tea and
keep adding darker and darker shades where I wanted
it. The blackest areas have many layers and multiple
color put in them.
I had fun with a recent painting and did a
stop motion video of it. You can see the video at
https://www.youtube.com/watch?v=K-V1i9nUqBA
And yes, I really did paint it in that order.
It took 18 months altogether and is comprised
of 800 pictures.
I hope you start seeing the way I see now.

Richard Lewis
Exhibitions
I have shown at the following museums & car shows:
Sept 2004 - February 2005
Classic cars San Diego Automotive Museum
Feb 2005 - Jun 2005
Italian Cars San Diego Automotive Museum solo show
July 2005 - Sept. 2006
Automotive Hall of Fame Museum Dearborn MI.
Aug 31- Sept 4 2006
Invitational group show American cars
Auburn Cord Duesenberg Festival Auburn, In.
Dec 2006 - Apr 2008
Solo exhibition at the San Diego Automotive Museum
Invitational group show sept 2008
Newport Beach Concours D’elegance
Invitational group show Sept 2009
Dana Point Concours D’elegance
Invitational group show Sept 2010
Dana Point Concours D’elegance
Invitational group show June 2011
Dana Point Concours D’elegance
Invitational group show June 2012
Dana Point Concours D’elegance
Invitational group show June 2013
Dana Point Concours D’elegance
Invitational group show June 2014
Dana Point Concours D’elegance
Invitational group show May 2016
Greystone Concours D’elegance
Invitational group show May 2017
Greystone Concours D’elegance
I have been running the art tent and have been the
artistic director for the Dana Point Concours
D’elegance since 2011

Publications
I have had my work featured in the following
publications:
Sept. 2008 Hemmings Classic Car Magazine
Feb. 2011 www.autorestoration.com
Sept. 2011 Sport Car Market Magazine
Winter 2012 Garage Style Magazine
2012 Splash 13, Alternative Approaches:
The Best of Watercolor
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Stop Press!
Sean Wales
I would like to say on behalf of the GMA
membership, committee and myself, we
wish Sean Wales, our membership and
financial secretary, a speedy recovery and
good health after his recent stint at hospital
following a health scare.
Sean is ok but suffice to say if there are any
membership or financial issues that any
member wishes to raise in the meantime, for
now, please contact myself to give Sean
some recovery time to recoup back at his
new home.
Thank you

David Ginn

From the EDITOR
Welcome to the website version first Redline of 2017. As usual, this is a slimmed down version with
lower resolution pictures and also watermarks for obvious reasons. Please contact the GMA or the
relevent artists directly if you wish to see a better version. You will naturally need permission to
reproduce any member’s work. See the article on copyright in this issue. GMA members get the ‘fullfat’ version which includes the Chairman’s Letter so there are some benefits to joining, although I
suspect the opportunities to take part in GMA exhibitions and be listed on the GMA website are more
enticing than the opportunity to receive the full version of Redline!
I trust everybody had a good Christmas and New Year and that the Brits had a fantastic Pancake Day
while here in Brazil all we had was Carnaval, not that that stopped me from making a few pancakes as
well, so best of both worlds! I also aged another year on Pancake Day so it’s been a fun start to my year.
I think this is an interesting issue with some more diverse articles than usual, including an evaluation at the
very American cult of the Muscle Car by Rick Heron who also has an intrigueing Gallery contribution with
3 views of a design exercise for a 21st century Lancia Stratos completed in 2007 and never shown anywhere
previously, so a Redline exclusive! Thanks Rick!
Meanwhile in South Africa, Johan Rabe has again supplied a ‘Postcard’ from the annual George Old Car
Show which looks to be an excellent event for anyone able to get there.
Our esteemed Chairman has contributed an article detailing his Christmas Present from his son and
daughter, a course on photo polymer etching print making which is very interesting.
Former editor Barry Hunter has supplied a fun article selecting his favourite contemporary motoring artists
and also previews some interesting films coming our way in 2017.
Thanks to all contributors, not forgetting our Featured Artist, Richard Lewis whose latest work is shown in the
Gallery section towards the back. Just completed, his arrived just too late to fit in the biographical article.
Above all, enjoy this Redline and have a good 2017.
Regards,

John Napper

ArtyFACTS
Questions
1

Which famous Austrian artists garden scene sold at Southebys for £48m recently?

2

Who is the subject of the song which starts with the words ....starry, starry night, ....?

3

Which car manufacturer celebrates it’s coolness on the school-run but cheats on it’s
emission figures?

4

Which well-known extremely-rich pensioner, wheeler-dealer got early-retirement recently?

5

Which sixties Lotus sports-racing car got a type number, reputedly “because it had 10 more
mistakes than it’s predecessor “?

6

Which was the zircuit in the zand dunes ?

7

Where would you find the Barber Institute of Fine Arts and the Ikon Gallery?

8

Whose sculpture Two Forms (Divided Circle) was stolen from Dulwich Park in 2011?

9

Which artistic movement was founded by Georges Braque and Pablo Picasso?

10 Who is the Sauber F1 team principal?

The quarterly ArtyFacts quiz is compiled by Barry Hunter
7

Photo Polymer Etching Print Course
– Spring 2017
As a Christmas present, my daughter Ella & son James
bought me a 1 day’s training and introduction course
on photo polymer etching print at the London Print
Studio, on Harrrow Road. My daughter Ella had
already spent every Saturday as an intern and the
Saturday I did the course was Ella’s last day as an
intern, so it was a special day. Ella did illustration as a
BA at the Middlesex University in Hendon and now
works at Claesson’s in London who illustrate,
graphically design and brand drinks labels But one of
Ella’s passions is print and has trained in all aspects of
print and print process. My son is still completing his
Graphic Design BA also at Middlesex University and
also gets involved with print as a medium too.
Apart from silk screening artworks which I used to
produce for fun and in the commercial art studio days
in the 1980’s I have not directly got involved printing,
so this was something very new for me.
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I will not go into too much detail here but I will describe
the basic day’s experience and lessons learned and
outline the process. If you would like to try this yourself,
I would naturally recommend the course at the London
Print Studio, though I know many print studios can offer
this around the country or of course whichever country
you are reading this from.
In a single sentence the course aim was in its own words:
To understand the fundamental process
photopolymer plates and an introduction to:

of

• Learning how to prepare art work digitally and
autographically for photpolymer plates
• Exposing photopolymer plates for Intaglio
• Using an aquatint screen
• Inking and printing intaglio plates
The photopolymer process can be traced back to the
late 1880s when letterpress printers were using rubbing
plates to print paper bags and cardboard boxes. Then
in the 1960s a process called flexography pioneered
the use of nylon resin polymer. Today photopolymer
‘flexo’ plates are used extensively for high speed
printing in various commercial packaging, wallpaper,
gift wrap, envelopes, plastic carrier bags, drinks
packaging, poster printing and card making sectors.
Plates that are used can be very durable and be used
up to 2 million times (once imaged). Its use in the fine
art sector has more recently become more well
established, including in Australia and America in
particular. The artist Dan Welden has taken this a step
further and developed his own process known as ‘solar
plate’ etching.
8

My aluminium test pate after the three exposures and
washing and drying

Artists can use this ‘photographic’ etching of metal plate
(in the course at London Print Studio, we used
aluminium). It is typically taken from a black and white
photo acetate of an artwork (photo jpeg) or
photograph of anything. The drawing, image of
painting or photograph on transparent film can be
placed onto a photo-polymerized plate and exposed
to UV light (via a UV exposure machine). In the case of
the London Print Studio, this was a large modern Parker
machine that could take up to an A0 size image plate.
Then of course you go through the various stages of
washing and drying the plate, inking it (removing the
excess ink so it is almost looks clean), wetting the
handmade paper in a water bath, then drying it out so
it is just damp, then placing it over the inked plate and
pressing it through a press, that at the London Print
Studio was a lovely old 1880’s Rochart press.
For myself at least I wanted to use one of my own
paintings. My daughter chose a few of my paintings
and sent me the black and white jpegs of a couple of
automotive paintings and a couple of coastal
paintings. In the end I chose the ‘Short Sunderland over
the North Irish Coast with seagulls over the cliffs’.

The test plate being washed before drying

So the format of the day was that there were 7 of us
plus the tutor and my daughter as the intern assistant
tutor. We had an introduction to the process, given an
in-depth A4 folder of each step in detail and
encouraged to follow up with future sessions to
practice by ourselves.
As noted above, the purpose of the course was an
orientation around the studio, the equipment, the
process of course and a practice session in the morning
to trail the level of exposure for our chosen acetate
artwork on a small test plate. Then lunch at the
studio kitchen (which was fantastic and superb homecooked food, all vegetarian, but I would thoroughly
recommend it.
Then in the afternoon we produced our own A5
aluminium plates with the A5 acetates of our black and
white artworks and a chance to print up to 3 prints, on
2 different types of handmade paper.
It was great, a lot of fun, but also equally frustrating and
I now understand why handmade prints (with whatever
process you use) are deservedly rated so highly and
cost the price they cost, especially short run limited
editions. It is a tricky process to get right and each print,
by default of the many steps, are uniquely different and
fraught with dangers and pitfalls to a clean, clear
perfect print. But then that is what makes it so exciting
and fun to do.

Inking the test plates
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I will give a bullet point step by step of the process later,
but I will simply point out a few things I learned to ensure
what makes a good print and where things go wrong,
as I managed to complete three prints, but the first had
dust marks, the second had a smudge along the top
and the third was more or less as good as I could expect

form my fist day, but again there were lessons there too,
regards the outside edge that could have been more
cleanly printed and the plate surface had picked up a
slight scratch which showed up on the print!

The slim test aluminium plate, test print with 3 different
exposures of 50, 70 and 90 seconds
and the resulting print

Also I found that the wetness of the paper has an
effect, the type of paper, the evenness of rubbing in
the ink and wiping it off, the smoothness of the print
press roll through and the neatness of placing the
paper on the template of the plate to ensure the print
is lined up on the paper OK.
Of course it all has to dry out under some pressure for
a couple of days to avoid it going wavy! Are you sold
on the process yet? Honestly though it is all worth it.
So in summary of the process without going into too
much, material selection, machine or press detail,
which you will learn on such a one day course, here is
the process in a set of bullet points:

Test plate & Print Process Step:The set up process before the final etching (test
plate, aquatint, exposure machine, ink & print)
• It is definitely worthwhile to get a small test plate
piece and run through thew whole process first
• With the test plate, you add the photo polymer
on via the aquatint process
• Place test plate on clear acetate photo film
where it best gives a representative section
• Then with exposure machine, set to say, 50, 70 &
90 second exposure times to aquatint with blank
paper, slide to 3 positions on plate systematically
unveiling it to 3 exposures

The acetate developed from the black & white jpeg
of my original painting

• Position 1 exposure is 50 sec. then 2nd position
exposure +20 sec & 3rd exposure +20 sec
• In this way you expose test plate to 90 secs, then
70 secs and of course a final 90 secs
• Then go through the wash, dry, paper wet and
ink the plate process as normal for print
• Print through the press and review the ‘3’ levels of
exposure to see which gives the best result
• Then you know what total exposure time you want
for your full etched plate all over!
• It may be you want more or less than 50-90 secs,
so set final plate to say 40 or 100 secs!

Final Plate & Print Process Step:Final plate polymer aquatinting, photo etching,
wash, dry, paper wet, ink and final print press
• The pre-test gives confidence of exposure time
and practices the whole process
• Run through the whole, taking the plate to UV
expose it with the aquatint screen (film)
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A5 alumiumn plates about to be UV exposed before the A0
aquatint film is placed over the top to polymerise them.
Once the lid is closed, a vacuum is applied then the whole
platen is turned 180 degrees so the plates are upside
down and the UV light underneath exposes the plates.
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• Expose your polymerized plate through the
image film acetate to your exposure of choice
• Wash the plate and carefully swab it dry with a
chamois leather and dry without dust on it
• Place paper of choice into the sink to soak for 10
to 30 mins (more for some paper)
• Link your plate, smoothly without pressing too
hard ensuring no grit scratches plate
• Carefully swab off ink with a clean dry lint, in
rotating twists, until clear of excess ink
• Wipe edges of plate from excess ink as well

This is the A5 aluminium plate that I created to do the prints
from the photo polymer process for etching prints

• Place on the press plate aligned squarely on a
grid to assist position of the paper
• Remove paper from bath and squeegee out,
tissue press almost dry & place on plate
• Smoothly rotate press handle to slide paper on
plate through and under press roller
• Carefully remove paper, allow to dry, put tissue
paper over it & under heavy card to flatten
• Inspect your perfect (?) print with pride and relief (!)
With regards errors, pitfalls and problems I found,
these are some good lessons to follow:
Inking the plate & avoiding scratches

the print studio showing the limestone print block
and prints hanging upto to dry from that process
(including some of my daughters work)

• Make sure the plate with image side up, is dry
and dust free
• When rubbing the (oil based) ink on the plate,
cover evenly and do not press too hard
• Make sure when you mix/scoop ink off the
smooth plastic surface there is no grit in it
• Once ink is evenly spread, then with a clean, dry
lint rag, gently rub off in rotating moves
• Finish off removing ‘excess’ ink (ink remaining will
be embedded in etching) with clean lint
• Carefully wipe the edges of the plate (as it is
sharp) to avoid ink showing on print ‘edge’
• carefully take the plate to the print press plate
and position ready for the dampened paper
Dust marks on the plate or print
• After washing the plate it is important to swab the
surface with semi dry chamois leather
• Ensure the surface is dust free before putting in
the dryer drawer
• To help avoid dust, make a cardboard or paper
‘box’ around the plate to stop dust settling
Chose the right paper & ensure its wetness is just right
• Some paper is rougher and surfaces are more
‘yellow’
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• Some paper is smoother and more ‘white’
• It is worth trialling a couple of papers until you are
happy with the finish vs the image
• The more detailed the image, perhaps a
smoother finish paper would be best
• When wetting the paper in the sink, give it at least
10-30 minutes to allow it to absorb
• After squeegee excess water, be sure to place
between tissue paper & roll ‘almost’ dry
Smears of ink in press or print & press process
• When placing ‘inked’ plate onto print press plate,
image ‘up’ take care with position
• Ensure the position is square (there is typically a
film template showing the ‘square grid’
• When placing the dampened paper onto the
plate, take care when resting paper square

• After the press, carefully lift paper up avoiding
dragging it & rest image up in drying area
• Place a tissue paper over image and rest a
heavy card(s) above it to allow it to dry flat
The whole day’s course I cannot recommend highly
enough, and I am sure you will find a print studio
somewhere in your area who offer such courses.
Obviously the ‘London Print Studio’ is a great place
to go if you are in the south east of England. And you
can look it up on the internet for the contact details
and other courses offered or look it up via its site on
Facebook or Instagram.
I for one, am looking forward to going back and
printing some automotive images next, so watch this
space and hopefully at the next GMA exhibition.
I hope you enjoyed this article and if you want more
information, feel free to contact me and I can scan
and send you more details.

• Do NOT move paper once down on the inked
plate as that will definitely cause smears

Kind Regards

• When ‘rolling’ press over the plate & paper be sure

GMA Chairman

David Ginn

This is one of my photo polymer etched prints on hand made Somerset paper at the London Print Studio
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Book Review
J.M.W. Turner
Painting Set Free
Edited by David Blayney Brown,
Amy Concannon and Sam Smiles

I bought this book while on holiday in New York last
year. I spotted it in the shop at the Frick Collection,
which is an excellent Art Gallery as mentioned in my
‘postcard’ in the Winter 2026 Redline. This a
substantial book printed on heavy high quality paper
with almost every picture in colour. I couldn’t resist it.
The title may seem familiar to you. This is because it
originally accompanied an exhibition of that name
which was shown at Tate Britain (with the Late Turner title
as on the UK edition of the book) before travelling to
Los Angeles and later San Francisco. Unfortunately for
me it did not then head south to Brazil so I missed it.
Having said that, it will come as no surprise that the bulk
of this book is the exhibition catalogue, but there are
also 5 essays at the front of the book, each by a
different author and covering various aspects of Turner’s
life and career during the period covered by the
exhibition including materials and techniques used.
The catalogue section includes more than just Turner’s
work. Exhibits include pictures of Turner and his studio
by other artists and characaturists, a late 19th century
photo of his house, his death mask and the paintbox
he used on his travels.
The catalogue is divided into 7 chapters covering
different specific subjects and I assume the
exhibition had the same divisions. Again different
chapters have different authors. The writers of this
book are described as the foremost Turner
scholars of the 21st century and this shows in the
wealth of information contained in this book.

ISBN 978-1-60606-427-6 Published
by J. Paul Getty Museum in the USA.
in Hardback in 2014.
Also published simultaneously by Tate
Publishing in the UK.
256 Pages. Size 11.6” x 9.2”.
Retail price is $49.95 in the USA but
you can get a copy off Amazon.com
from $33.23 new or $25.80 used.
Amazon.co.uk has the UK edition in
paperback from £24.99

In 1974, I visited a Turner exhibition at the Royal Academy
and I still have the catalogue. It makes an interesting
comparison. The old catalogue is just that really. It has a
lot of photos of exhibits of course, although mostly black
& white which is a shame and quite a few exhibits aren’t
illustrated. Basically the 40+ year old book is little more
than a listing, albeit with quite detailed descriptions, not
unlike an auction catalogue whereas this is a book that
you can happily read and learn from incorporating
much extra background information with the pictures.
This is not a biography as such, but it can certainly be
considered a biographical work and much more than
an exhibition catalogue. I think it is excellent value for
my $50 and thoroughly recommend it for Turner fans,
assuming you haven’t already been to the exhibition
and bought the book. My copy states that it is the third
printing so it is clearly selling well.
Should you wish to read more about the great man,
there is also an extensive bibliography at the back of
the book, followed by a chronological listing of his
activities in the years covered, 1835 -1851.

John Napper
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Is the Muscle Car Great Design?
classic car is used very loosely. But if we stick with the
original definition as it was coined by the club it must
include specific criteria. The club says this about it.
“Usually the cars recognized as ‘CCCA Classics’ were
built in limited production numbers and were quite
expensive when new. As a group, they represent the
pinnacle of engineering, styling and design for their era.”

1969 Oldsmobile 4-4-2 Hurst H/O 455

What is a Muscle Car and why the commotion in
the market place over specific vehicles within a
model? Why can some be so expensive today while
others will scarcely draw the attention of the auction
going crowd?
A muscle car is primarily an American phenomenon
but that’s not to say it does not exist in other parts of the
world. The idea caught hold among automakers
around the world, especially in Australia, the UK, and
South Africa. It was born of a production two door
sedan fitted with the largest engines that could be
placed under the hood. It could also include other
performance related equipment such as beefed up
differentials and heavy duty shifters and more often
than not interesting paint schemes and graphics used
to entice the original buyer to commit. Its biggest selling
point was its straight line performance and low price
for such a fast automobile and became the desired
car of many an American teenager during the sixties.
The era lasted two decades at most, beginning in the
fifties with the Chrysler 300 Hemi.
Its germination was an outgrowth of the post-war baby
boom, the increase in wealth of the American
economy during the fifties, and the rise of stock car
racing in the south and hot rod construction by youths
in California beginning in the thirties. The muscle car
was a race car for the masses. No longer did one have
to tear down and build up an old Ford. The
manufacturer did it for you.
The question needs to be asked, is it worth such an
outlay in today's dollars to own such a car as a Hemi
powered Charger or Barracuda? What is the intrinsic
value of these cars and are there some more
deserving of praise on a technological level than
others. What about a Shelby Cobra or GT? How about
a Dodge Charger Daytona?
We’ll get into that. But first we need to look at how
particular automobile models were singled out for praise
and valuation before the war. The Classic Car Club of
America follows a criteria for determining the classic
status of a vehicle but the main one is that it must have
been built between 1925 and 1948. Today the term
14

Plainly speaking Muscle Cars do not follow this selection
process. For starters they are grouped in a category
taken from the ranks of common sedans that include
economy to mid sized two door sedans and on
occasion the large sedans as was the case for the
Chrysler 300s of the fifties and early sixties. They were also
derived from a new class introduced by the Mustang,
Pony Cars, which were derived from a common chassis
in this particular case from the lowly Falcon.
This pool included quite a few cars with pricing
available for almost anyone with a job and the options
were numerous. In fact it could be the options that are
of more interest than the cars. Today, some of these
cars though not at the stratospheric cost of purchasing
a Delahaye, Bugatti, Ferrari or Shelby Daytona still can
command a couple of million dollars, the Hemi Cuda
is a prime example.
Granted ‘Muscle Car’ is a category same as ‘Classic’
or ‘Antique’, but are these vehicles deserving of the
attention and prices that are being asked today? They
are first and foremost a basic American sedan. Their
engineering is well, simple.
Let’s go down the list of what makes a car particularly
valuable historically and see how the most valuable
muscle cars stack up against some of the Classics and
more expensive contemporary cars of their time period.
Price – On initial selling price the highest priced muscle
cars were the Shelby Mustangs and Dodge Daytonas.
This is not unusual as these were created and
developed from teams of racing engineers and
designers to be used on the racetrack. The former for
SCCA (Sports Car Club of America) and the latter for
the stock car circuit (NASCAR). As mentioned before
they were geared for the general buying public at a
time when racing sold cars. Most never competed
except on drag strips around the country.
Innovation and technical advancement was not a
strong forte of Muscle cars. They were derived from a
simple chassis and suspension system and used
engines developed from the overhead valves of the
forties and fifties coming from Cadillac and
Oldsmobile.
The same 427 Ford, 429 Chrysler Hemi or Chevrolet
454 were bigger more powerful versions of the same
iron block found in every American car and could be

ordered in mundane sedans like the Ford Galaxy 500
and police interceptor models. The fact that muscle cars
when raced were used primarily for drag racing reduced
the need to sell sophisticated suspension systems and
may be responsible for why the American Automobile
fell behind in that department for many years.

on before it left the factory not the drawing board. Today
many owners of these often beautiful cars are chopping
off tops and horseshoeing in huge engines to maximize
the value of their relatively low priced vehicles. One
simply could not do that by trying to make a LaSalle into
a Series 60 Cadillac of the 30s.

Tires and suspension systems profited from the
development and creation of limited production sports
cars derived from racing vehicles, examples being the
Ford GT40, and Porsche 911 among others, Ferraris
included and not Muscle Cars which depended on
tires that were rudimentary in design and at the end of
a bias ply era before the advent of radials. A prime
example was the Goodyear wide oval.

I have always had trouble with straight line acceleration
having accepted the European view of a great car as
one that can get from point A to point B over a
hazardous, curvy road course in comfort and safety as
well as quickly. An automobile should be practical and
able to maneuver turns of varying radius without effort.
In general, muscle cars were built for the former. It is
reasonable to assume that suspension becomes a
secondary concern in those cars and in effect would
seem to undermine their value.

By the sixties most of the major automotive innovations
had been introduced. No longer were specific models
responsible for the giant leaps as had happened in the
thirties. The Cadillac electric starter appeared in all cars
soon after introduction in 1911. By the fifties,
experiments in streamlined bodies including the
Chrysler airflow and Pierce Arrow Silver Arrow were now
represented in the envelope bodies found on every
car. Independent suspension was introduced by
Mercedes Benz in the 1930s but still had not been fully
incorporated in every American car. And the disc brake
was introduced by Jaguar into its line of cars. It could
be said that most developments that define the
modern automobile were created in the thirties.
Advances then depended on the sophisticated race
tracks of europe and some SCCA sponsored events in
the US with the Ford GT40 being instrumental in the
design of modern race cars. Clearly when it came to
innovations or firsts the muscle car failed miserably.
Limited production – The Classic Car Club takes into
consideration exclusivity which comes from high price
and rarity on inception. The ‘Classics’ have to conform
to this to attain that status. Theoretically this implies
hand-built vehicles with superb build quality and
attention to detail. Muscle cars are only rare when one
certain engine, differential, trannie combination is
special ordered. There may be a graphic package
that can also be specially ordered. Their value
depended on options rather than their general model
designation. The Pontiac Tempest, hot when introduced
became the Le Mans and finally the GTO as more
options and graphics were demanded by the public.
A sedate Barracuda with a six cylinder and the same
body shape and basic mechanical components as a
440 model with the bigger engine will today be a
significantly cheaper purchase.
No longer does the price point differ between models of
the same marque, as was the case between a Cadillac
60 versus a LaSalle, determine special interest status. Both
Cadillacs were very different cars with different initial list
prices, but huge differences can be found within the
same model of Muscle Cars resulting in a wide spread
in value today simply because of the options, decided
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In closing I would like to say that there is a raw thrill that
one gets from some of these massive American
engines developing huge amounts of horsepower, but
it was best proven in a road racing car developed in
England and the US and a pristine original Ford GT40
can command a high price. The 427 proved that a
simple brute American engine could out race the
clockwork like high revving engines of the Ferraris it
faced. It wasn't the big engine that allowed that but
the innovative design of the monocoque chassis and
sophisticated suspension that was not right until it was
improved through a grueling 24 hour endurance race,
that is Le Mans.
A Charger/RT, or Shelby Mustang would be nice to have
in the garage but could never in my opinion compete
with the thrill of a Renault Alpine, or E Type Jaguar, even
an open air TR6 or MGB taken around a mountainous
road. But that's not fair. When you think of it, these are
sports cars, while the Camaros, Chevelles, GTOs are
not. They are meant for long straights of the American
superhighways or the cruise around the burger joint with
one’s girlfriend and a short couple in the back seat.
Don’t get me wrong I love many muscle cars, in
particular the Shelby Mustangs, 50s era Chrysler 300s
and Dodge Daytonas, which I consider the best
representation of the category, but it’s difficult for me
to get my head around the fact that it is an engine that
commands the astronomical prices some of these
cars are going for.
To be fair the Chryslers and Corvettes were
campaigned in Europe as well as were the Mustangs,
even the larger Ford Galaxies. But today, their younger
namesakes the new Challengers and Mustang GTs are
much more responsive cars; and it is their handling
qualities that have really endeared them this time
around in Europe.
Maybe it would be just as well to buy a 440 or Holman
& Moody 427 engine, place a glass top over it and
make it into a coffee table.

Rick Herron
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George Old Car Show
This was the 21st year that the George Old Car Show
took place on 11 and 12 February in the Southern
Cape town of George. The Southern Cape Old Car
Club put together a small Old Car Show in 1996, and
never dreamt of what it would become 21 years later.
The 2017 show again featured a large variety of old
cars, trucks, tractors, stationary engines and model cars
as well as a variety of motor related and food stalls.
A number of manufacturers had their new models on
display as well.
I had my exhibition of paintings again, and with sales
of 19 paintings and a good number of commissions,
I feel very blessed.
As usual the large beer tent provided a great shaded
area with a view over the arena where there were regular
drive-pasts of vehicles on display. Interviews with the
owners over the public address system gave visitors some
insight into the background of some of the vehicles.
An auction of some pretty exotic and rare cars took
place on the Saturday afternoon. This has become an
important event on the car scene in South Africa.

Johan Rabe
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Copyright matters
A few years ago, before my involvement with Redline,
somebody wrote an article about copyright laws and
how they affect artists. I’m not sure exactly when this
was so I thought it was time to rerun it. However,
I can’t seem to track it down and it is possible that
things have changed since then so I have done a
Google search and put this together from 3 sources
which are listed in the conclusion section at the end
of this article.
An understanding of the rudiments of copyright law is
extremely important to any professional artist, whether
selling original work or reproduction rights.

Now, even though you own the copyright to your art
immediately after creating it, there are still ways to
officially register your copyright claim with the US
government and most other governments (if you live
outside the US) as well.
Some of the reasons to officially register your artwork are:
1. Registration creates a public record of your
copyright (more proof in court)

Copyright can only be exploited if you have access to
high-quality digital files or transparencies from which
reproductions can be made. Above all, don’t part with
sold works until these have been photographed.

2. Registration is the first step required before you
can sue someone for infringement

What is copyright?

3. Registration often increases the amount you
can sue for

Copyright is a form of intellectual property that
allows individuals such as artists, composers and
writers to own the fruits of their creativity. It entitles
the copyright owner to royalties and a say in how a
work is used when it is reproduced by other people.
Copyright laws for visual artists are pretty simple, so if
you’ve been worried about your artwork being copied
without your permission, or you’re not exactly sure how
to use the copyright symbol (©) next to your art, the
following paragraphs should help.
Firstly, the moment you create anything visual – paintings,
drawings, photographs, sculptures, etc – the only person
who is allowed to copy that art is you. If you decide to
sell prints of one of your paintings, you can.
If anyone else does, without your written permission, you
have the right to take them to court and sue for
damages.
In fact, copyright laws are so strong that your family or
legal heirs will still own the copyright to your artwork until
70 years after your death in most countries.
Artists who display their work online or allow their art to
be published in books or magazines often put a
copyright symbol (along with their name and the year
the artwork was created) next to the reproduced
image. This practice isn’t actually necessary – you still
own the copyright, even without using the symbol – but
at least this will remind people not to copy your work.
Additionally, if you find out that someone has “infringed”
on your copyright, and you can prove that the copyright
symbol was next to the image of your artwork that they
copied, you’ll have a very strong case against them if
the issue ever goes to court – which is exactly why so
many artists choose to put up that copyright notice.
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You should also be aware that even after selling an
original work of art to a collector, you still hold the
copyright to it. The buyer cannot make prints or sell
copies of your art unless you’ve given them that express
permission in writing.

If you don’t plan on suing someone, here are a few
other reasons to register:
1. You’ve created something especially valuable
(ie, the next Mickey Mouse).
2. You plan on selling the copyright of your art to
someone else
3. You’re very, very cautious.
In the US you can register your copyright with the US
Library of Congress Copyright Office by filling out an
application and paying a fee. I don’t know if something
similar exists in the UK.
Reproduction includes copying, printing or including it
in a film or TV programme. It also extends to posting
copies of the work on the internet, and making a copy
in three dimensions of a two-dimensional work, such as
the construction of a building according to an
architect’s plans.
It is important to know that copyright nearly always rests
with the artist, regardless of who owns the artwork. There
are exceptions to this rule, such as work that has been
specifically commissioned or completed during
employment, in which case copyright stays with the
commissioner or employer. Freelance artists working for
a range of companies should keep this in mind.
If you sell a picture through a gallery to a private client,
neither the gallery nor the final owner of the work has
the right to reproduce it, e.g. as a greetings card. A
painting and the copyright in that painting are two
entirely separate commercial entities. With some
exceptions, such as China, copyright is now fairly
standard around the world: it lasts for the artist’s lifetime
and for seventy years after their death. So long as works
are in copyright anyone wishing to reproduce them has

to seek the copyright holder’s permission. Artists can,
however, sell their copyright. Sales of copyright must be
put in writing; otherwise sales are invalid and cannot
be legally enforced.
Galleries and publishers are generally entitled to
reproduce an artist’s work in order to help sell it – through
advertisements, catalogues, JPEGs for e-mailing to
clients and uploading onto their website – but they are
not entitled to profit from reproductions of a work.

How long does copyright last?
In the UK, copyright lasts for the lifetime of the artist
plus 70 years after their death.
Other territories may give shorter periods of protection,
but usually not less than the life of the artist plus 50
years. There are some special provisions which apply
to older unpublished works.

Who owns copyright?

Owners of copyright can sell reproduction rights, or
a licence to print, for specific projects while still
retaining copyright. For example, an artist can sell
the right to reproduce a picture on a run of 20,000
calendars or a dinnerware service while retaining
overall copyright.
This allows them to sell further licences, whereas once
copyright is sold the artist has no say in how that image
is used. Licensees might, quite reasonably, want to
prevent licensors from selling licences to their direct
competitors (e.g., other card publishers), so they might
want to include restrictive clauses in the contract. They
might, for example, want to state that the licensor
agrees not to sell a licence to another card publisher,
but is free to sell licences into other markets.
You need to consider any restrictive clauses carefully;
try to assess whether the proposed restriction is likely to
deny you any future revenue.
The licensee is the party who has bought the licence,
or permission to print, while the licensor is the person
who has sold it (generally the artist).

The 'author' of a work (ie the person who created the
work) is generally the first copyright owner. It is
possible to have joint copyright owners where two or
more authors have created a work and their
contributions are not distinct.

How do I copyright my artwork?

Different rules apply where works are commissioned or
created in the course of employment, and the
commissioner or the employer may be the first
copyright owner. This depends upon the terms of the
contract, so it is important to read these carefully.

Copyright protection is automatically given to works
as soon as they are fixed in material form (ideas are
not protected, only the permanent expression of
those ideas). You do not have to go through any
legal process or registration to establish copyright.

This means that copyright of an original work belongs
to the artist unless it is a commission in which case you
have to get permission to reproduce your own work.

That said, it is still good practice to keep records and
evidence of the artistic works you have created. You
will make people aware of your claim to copyright
ownership if you put the symbol © with your name and
the year of publication somewhere on the work. This is
not proof that you own the copyright, but it may prove
helpful if you bring an action for copyright infringement
at a later date.

The date the work was created is also important, as the
position of the first copyright owner differs under the
1988, 1956 and 1911 Copyright Acts.
Copyright can also be assigned (where it is transferred
wholesale) to third parties, and licensed (where use of the
work is allowed but copyright remains with the owner).

What rights does the copyright
owner have?
The copyright owner of an artistic work has the
following exclusive rights:
Reproduction right, or the right to copy the work
Distribution right, or the right to issue copies of the work
to the public
Rental or lending right, or the right to rent or lend the
work to the public
The right to communicate the work to the public
by broadcasting or electronic transmission
It is up to the copyright owner whether anyone else can
do any of the above with their works.
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Reproduction rights

You could consider sending yourself a copy of your
work, clearly date stamped and by special delivery,
and keeping the envelope unopened or depositing
copies with a solicitor.
Although this does not prove that the work is created
by you, it can still be useful to show the court that the
work was in your possession at a particular time. This
could help with an infringement claim.

What types of artwork are
protected by copyright?
Copyright covers artworks such as painting, graphic
works, photographs, sculptures, collages, works of
architecture and works of artistic craftsmanship.
Most artistic works are protected irrespective of artistic
quality. This is a requirement for works of architecture
and artistic craftsmanship, however.

Is copyright law the same
throughout the world?
No. The copyright protection granted to artists is
different from country to country and is dependent
upon national legislation.
Please note that the sources used to compile this
article are from both UK and US websites so sometimes
you will see specific references to UK law and
sometimes to US law.

What happens to my copyright
when I die?
You can leave your copyright to whomever you wish.
You may choose to leave the copyright in all of your
artwork to one person, or to an institution such as a
gallery or a museum. Alternatively you may leave
the copyright in certain works to one individual, and
others to another, or specify a percentage share of
copyright for different named individuals.
If you do not leave a Will specifying who is to receive
your copyright when you die, your estate will be
considered intestate and therefore subject to the Rules
of Intestacy applicable in your country. You should seek
specialist advice on drafting a Will from a solicitor.
(or local equivalent)

When is copyright infringed?
Copyright is infringed when someone carries out one
of the copyright owner's exclusive rights without their
permission, and an exception to copyright does not
apply. This can be in relation to the whole or a
substantial part of the artistic work.
What is "substantial" is determined by a qualitative test,
not a quantitative one, which means that there may be
an infringement even if a small but distinctive portion of
the original artwork is copied.

What do I do if my copyright is
infringed?
If you own the copyright, you are entitled to bring
proceedings for copyright infringement against
anybody who reproduces your work without
obtaining your permission.
A number of civil remedies may be granted if the claim
is successful: these include an award of damages or
an injunction which orders the infringer to stop using the
work immediately.
Bringing an action before the court can be costly and
time consuming, however. You may therefore wish to
resolve matters with the party infringing your copyright
by agreeing an adequate settlement.
In all circumstances, you should seek specialist legal
advice before pursuing a claim.
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Selling permission to print
You need to be 100% clear what type of permission
to print you have sold, and what restrictions on future
commercial activity the sale might entail. If you do
not understand the terminology used in the contract
or agreement, you must not be frightened to ask for
an explanation of its implications.
There are three common categories of sale for
copyright and reproduction rights:
Artists sell copyright outright. They have no control
over the ways in which images are subsequently used,
and the new owner of the copyright is free to sell
licences as they see fit and to retain all the profits.
(Sometimes, however, agreement is reached that
copyright will be sold but royalties will still be paid to the
artist. See below.)
Artists sell copyright for a specific limited purpose;
neither artist nor publisher can use the image for any
other purpose. For example, if the image is published
as a limited-edition print it can never be used for
anything else, either by the artist or the print publisher.
Artists sell reproduction rights, or a licence, for a
specific limited purpose; the artist retains copyright
and can continue to profit from it. For example, the
artist sells the image for use on a set of table mats, but
can then go on to sell it for other uses.
It is essential that you are clear whether or not you can
sell licences in the future, whether you have signed the
right to do this over to someone else or whether neither
party can do so (e.g., for most limited editions).
It is an ethical norm (though not law at the time of
writing) in the fine art reproduction industry that images
which have been used for limited-edition prints will not
be used for any other purpose or reprint. This
commitment may be reinforced by a statement at the
bottom of the print or on a certificate of authenticity.
This needs to be clearly addressed when agreeing a
contract with a publisher of limited-edition prints.
Consider carefully the detrimental effect to your
reputation if work published as a limited edition is seen
by the public in other forms. You need to feel confident
that your contract covers this possible outcome.

Secondary rights
By contrast, it is ethically acceptable for images
published as open editions to be published again as
often as desired and in any medium (e.g., as
greetings cards, on ceramics and stationery). If the
artist sells the copyright, then the new copyright
owner stands to profit exclusively from such sales.
However, there are exceptions: some publishers insist
on owning copyright in order to have control over how
the image is used, but will include a clause in the
contract stating a percentage that the artist will receive

from sales of secondary rights. If the publisher does
allow you a percentage of secondary rights, it can be
to your advantage to sell the copyright, as the publisher
might be better placed than you are to sell licences.

you would also no longer have the right to receive a
byline and be identified as the author of your own work.

On the negative side, it could be galling to see a
publisher profiting from an image over many years
when all you received was a small one-off fee for your
copyright 10 years earlier. One way to work out the
value you should set on your copyright is to look at your
artwork and imagine what you might earn from it if you
were to retain the copyright; i.e., you must try to
estimate a future income. You should also consider the
amount of time that went into producing the pictures;
i.e., how many ‘copyrights’ you could produce in a year.

Moral rights only apply to the copyright protected
works of artists who were alive on or after the 1 August
1989, irrespective of whether the artwork was
created before this date.

Finally, if your image (or a detail from it) is to be
incorporated into an overall design by the licensee,
then this new design may be the copyright of the
licensee. You need discuss with the licensee how this
might affect your own future use of your own copyright.

When do moral rights apply?

These rights do not necessarily come automatically,
however: in order to obtain the benefit of the Paternity
Right, the artist of a copyright protected work must
"assert" it, by indicating their wish to exercise this right.
This can take many forms, but commonly it includes a
statement in a contract to the effect of "[the artist]
hereby asserts his/her right to be identified as the author
of [name of work]". This contract should be with the
party you seek to make liable.

Photographic Copyright
What are moral rights?
Moral rights are a bundle of personal rights given to
creators or subjects of certain types of work, namely
literary, dramatic, musical, film or artistic works.
Introduced in the United Kingdom by the Copyright,
Designs and Patents Acts 1988, they came into effect
on 1 August 1989.
They are:
the Paternity Right, or the right of an artist to be
identified whenever their work is commercially
published, exhibited to the public or included in a
broadcast or film. This right lasts for as long as copyright
in works.
the Right of Integrity, or an artist’s right to object to
derogatory treatment of their work. This right lasts for as
long as copyright in works.
False Attribution, or the right not to be identified as the
creator of a work created by someone else. This right
lasts for the artist’s lifetime plus a further 20 years.

Who owns moral rights?

I think this is important to bear in mind, especially if your
artwork is to be reproduced in the form of a print run or
used on items such as postcards, greetings cards,
table mats etc. It would be very unfortunate to be sued
by a photographer after all that hard work.
Presumably this would not apply to a painting or
drawing from a well-known photograph if that painting
is never reproduced or offered for sale. but suspect it is
still legally infringement of the photographer’s copyright
should he/she not have given permission and is aware
of the painting or drawing.

In Conclusion
This article is basically a compilation of writings on the
subject of artists’ copyright on 3 websites listed below:
www.dacs.org.uk/knowledge-base/frequently-askedquestions

Moral rights belong to the author of an original
artistic work. They can be waived (given up), but they
cannot be assigned (sold) to a third person. They
therefore remain with the creator of the works even
if the copyright doesn’t, and are passed to the artist's
estate on the death.

www.writersandartists.co.uk/artists/advice/169/an
artists-toolkit/essential-information/copyright-law-forartists

Introduced by the Copyright Design and Patents Act
1988, moral rights only apply to artists living on or after
1 August 1989.

Hopefully I have not infringed copyright in borrowing
from them.

Artists are frequently asked to "waive", or give up, their
moral rights in a written document. It is highly
inadvisable to waive your moral rights: not only would
you no longer obtain the benefits moral rights confer,
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One important point that is in my memory from the
original piece in Redline is that when an artist creates
a painting or drawing that is copied from a
photograph and is obviously recognisable as being
copied from that photograph, the copyright belongs
to the photographer.

www.copyright.gov/register/visual.html.

If anybody has anything to add, or can supply the
original article, please contact me at the e-mail
address for Redline on the final page.

John Napper

My Favourite Motoring Artists
This article is merely a snapshot and doesn’t pretend
to be an historically significant revue of the motoring
art genre. Yes I know of all the stars of the past such
as Frederick Gordon Crosby, Bryan De Grynau etc.
and all of my preferences in this article happen to
be current artists.

Brian James

I imagine most people’s art choices change over the
years and mine certainly have. So I regard this article as
a bit of fun and would welcome other people’s opinions.

Michael Turner

I first discovered Michael Turner when I saw his advert
for motor racing Christmas cards in Autosport back in,
I think 1961. For me he has always been the master
and became an inspiration for what could be done
and continues to be so.

The Guild’s very own Brian James produces the most
beautiful Art Deco images which never date. Again a
totally distinctive and clean style.

John Ketchell

Dexter Brown

Dexter Brown does a totally different type of art with a
more loose, arty and impressionistic style. He came into
prominence at the same time as Michael Turner when
his 1960’s race posters caught my eye. For me Michael
and Dexter were always the undisputed leaders of
motoring art. And what a thoroughly pleasant and
enthusiastic pair of characters.
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John Ketchell’s dynamic paintings are always full of
action and movement which I have always admired.

Juan Carlos Ferrigno

Peter Hearsey

Klaus Wagger

Peter Hearsey did the Goodwood Festival of Speed
Programme covers for a number of years and they all
looked superbly impressionistic and it is arguable that
in recent years we have seen a step backwards.

Colin Carter
Rob Ijberna

Juan Carlos Ferrigno, Klaus Wagger and Rob Ijbema
also paint in wild and action-packed colour and each
has his own distinctive and individual style producing
superb images.
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Colin Carter’s cockpit depictions of the famous drivers
and cars have great colour and impact and get into
the heart of the great eras of motor sport.

Jorge Garcia

Jorge Garcia paints in a similar precise and colourful
style to Colin Carter.

Tim Layzell

Today’s star is Tim Layzell whose Op Art style marries
great dynamism and colour with good old-fashioned
artistic craft.
These are some of my favourites and it is by no means
a definitive list. Fortunately one of the great things
about art is that there is something for everyones tastes
and there is no right or wrong, just what you like.

Barry Hunter

YouTube Discoveries
First of all, I apologise if I am telling you something
you already know, but I have recently had a
pleasant surprise that I thought I should pass on.
For years I thought YouTube was basically lots of short
clips, mostly from mobile phones, old music videos
and advertising material such as film trailers. This view
changed recently when I bought a Blu-ray player that
happened to have internet connection and some
built-in apps including YouTube.
Since this was connected to my TV I thought I would
have a look at YouTube and see if there was anything
worth viewing on a large screen and was amazed to
discover complete TV programmes, often in HD! A lot
of programmes appear to be unavailable on YouTube,
presumably blocked, but I have been enjoying some
favourites such as University Challenge in HD on my
Brazilian TV which is good for me.
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Other programmes include old editions of Top Gear,
which is fine for Clarkson fans, but there are also some
proper car programmes too. In particular an excellent
US series called Jay Leno’s Garage which seems to
have been running for some years but is new to me.
I have long been aware that the US chat show host is a
car collector but this series is a revelation. His collection is
amazing with some very rare vehicles including a Chrysler
turbine car (I thought they were all scrapped). Jay Leno is
naturally a good TV presenter and clearly knows a lot
about cars, unlike someone I may have already
mentioned, and his style is very friendly and enthusiastic.
The series also includes excellent coverage of Pebble
Beach and one programme features the Mille Miglia
retrospective in which he shared an XK120 with Ian
Callum. Great stuff which I thoroughly recommend.

John Napper

Films to look out for
circuit ever and that you should go there on it’s 90th
anniversary this year. Go to nurburgring.org.uk for prices
to drive your own car round or hire a renntaxi and be
driven round by a Ring expert like Sabine Schmitz.

I Claude Monet was shown at UK Odeon Cinemas on
February 21st. It is an hour and a half long and is an
absorbing biography of the great French painter. To
a soft piano background a narrator reads in the first
person, extracts from Monet’s letters telling of his
thoughts and struggles.
The voice and music takes you to the sites where the
artist lived, painted, tried to make ends meet, often
having to move on because he couldn’t pay the rent.
The film is a well put together set of beautifully-shot
modern-day sequences of the well-known sites
which often fade into his paintings. The film is
photographically stunning and lovingly put together,
much recommended.

The Green Hell was also shown at Odeon cinemas
on February 21st and is all but 2 hours long. This tells
the story of The Nurburgring circuit from it’s inception
through to the modern day. Interviews with Sirs Stirling
Moss and Jackie Stewart, Nicky Lauda, Jochen Mass,
Hans Herrmann, Lewis Hamilton, Nico Rosberg etc,
etc. tell the story interspliced with great film of so
many of the races.
One of the nicest surprises is the interview with Michael
Turner, his thoughts on the charms of the Eifel weather
and some great shots of his magnificent paintings.
If you have yet to get to the Ring this film will confirm
it’s status as the greatest and most beautiful racing
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Vincent Van Gogh – A new way of seeing.
An exhibition on screen from the Van Gogh Museum
in Amsterdam to select cinemas nationwide
on Tuesday, April 14. Enjoy complete and
unprecedented access to the treasures of
Amsterdam’s Van Gogh Museum in a special
re-showing of the gallery’s collection in celebration
of the 125th anniversary of Van Gogh’s death.
With exclusive new research revealing incredible recent
discoveries, the Van Gogh Museum has helped craft a
cinema experience like no other. Find out more online
at exhibitionsonscreen.com Buy the Seventh Art DVD
on Amazon for £12-50 inc. P/P.

Loving Vincent is a fully painted animated film of
Vincent Van Gogh’s life due for release later this year.
It is produced in Poland but in the English language.
Every frame of the picture is an oil painting specially
done in Van Gogh’s style by some 115 artists, so it
promises to be something very different. Find out more
online at lovingvincent.com

Barry Hunter

Step by Step
Bentley 6½ Litre
This commission arose from a
website enquiry. It is the most
intricate painting I’ve ever done.
Although the owner’s family
provided various photos, none
were at quite the right angle that
really did the car justice. As a result
I arranged to meet the owners at
a midsummer event they were
attending last year, so that I could
get adequate photos. I also took
lots of reference photos so that
I could correctly interpret the
complexities at the front of the car.
The car was new in 1928, starting life
with sports saloon body by Harrison.
At some subsequent stage an open
body was fitted. The chassis was
acquired in the 1980s, when the
current open 4-seater long-wing
tourer was professionally built. The
car has been modified to Speed Six
specification, including the engine,
radiator and bulkhead. The car has
been in current ownership for 5 years.
This is the first painting I’ve done on
Schoelleshammer illustration board,
as recommended to me by
motoring artist Chris Dugan and
wildlife artist Michael Demain. It
may be possibly be the only one,
as I found it somewhat challenging.
The board doesn’t fully absorb the
paint and therefore does not suit
my layering technique, as any
underpainting is affected by repeat
applications of paint. I think the
board is more suited to airbrushing.

Phil Lightman
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Gallery
Redline gallery is an opportunity for GMA members
to display their latest works to fellow members. We
can’t all get to GMA exhibitions to view the
originals, but it’s always good to see new works.
Please e-mail the editor to submit your work for inclusion
in the Gallery at any time. Any additional information
about the painting, drawing, sculpture etc, is always
welcome, but not compulsory. Supply as much or as
little as you think appropriate.
Please note that your e-mail address will be included
under your name unless you specifically request it to
be omitted.

Rob Robinson
rnlrobinson@btinternet.com

1918 Aero Engine Pic Pic
This image is available in a wide range of formats
from my POD shop at
http://www.redbubble.com/people/scat53

Rob Robinson
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This issue features contributions from, alphabetically,
Clive Botha, John Dunbar, Rick Heron, Keith Leslie,
Richard Lewis, Phil Lightman & Rob Robinson. Our
featured artist’s exhibit is a stop press item finished too
late to go at the front of this issue.
The committee has decided that only full members of
the GMA can be considered for the Featured Artist spot
at the front of Redline, but friends and honorary
members are welcome to submit contributions to the
Gallery pages. Don’t be afraid of sending large files.
Too big is always better than too small.

John Napper

John Dunbar
dunbar.art@icloud.com

Jim Clark’s Lotus 14 Elite
This was the Lotus Elite (model -14) at Oulton park in
1959. Jim Clark won the production sports car race
at the Gold Cup meeting in the car supplied by his
friend Ian Scott-Watson.
A beautiful car, Colin Chapman said it was the best
designed one, however, unsuccessful financially.
Lotus stopped production in 1963 after making 1000
cars at a loss.
I am fortunate enough to have kept mine.

John Dunbar
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Clive Botha
clive@motormedia.co.za

Dodge Viper SRT

Isuzu Pick-up

30

Phil Lightman
phil.lightman@ntlworld.com

Jaguar XJ-S Cabriolet

J

The Jaguar XJ-S was introduced in 1975, more of a
successor to the E-Type than a direct replacement.
It remained in production for over 20 years until
1996, the longest production run of any Jaguar. The
Cabriolet joined the range in October 1983 to satisfy
US demand for a convertible Jaguar. It had a
foldaway rear hood and targa panels at the front.

This commission was requested as a surprise Christmas
present, together with a matching greetings card to be
opened beforehand. The only photos I had of the car
were at an event where it was somewhat hemmed in by
other cars. The pose selected was the best photo I had of
the car. I was initially sceptical about portraying it at such
a front-on angle, but I am pleased with the outcome.
The owner had this to say about the painting, when he
received it: “Thought I had to let you know what a
great surprise I had when opening my xmas present
from my wife.”
“The painting of the car is absolutely perfect as far as I
am concerned. I understand that a lot of time and effort
went into it and I can assure you that it was well spent.”
“You have really captured her looks even down to the
glint on the wheel rims when the sun hits them.”
“I have been given permission to place the painting
where I like, so she will take pride of place in our home
where we can see her with fond memories , which you
have exactly captured.”

Phil Lightman
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Mercedes-Benz 190SL
This commission arose from
meeting the owners at a classic
car show at which the car won
best in show. The owner’s partner
requested the painting as a surprise
Christmas present, although I’m not
sure it remained a surprise!
First registered in 1961, when it cost
£2896, the car has a 1897cc 4cylinder engine developing 125 bhp.
It has been the subject of an
extensive restoration by the owner
between 2008 and 2015. The story
of the re-build is featured in the
March 2016 edition of the
magazine Practical Classics.

Alfa Romeo Alfetta GTV
This was a surprise commission
requested just a week before
Christmas.
A colleague saw me photographing
progress on one of my other
paintings at work in daylight at the
brightest part of the short winter day.
She asked if I could create a
painting at short notice, and this is
the result. I could have done slightly
better with more time, but the
owner was very pleased with his
surprise gift.

Phil Lightman

Jaguar 420
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MGB Roadster
This commission was a result of leaving my display
boards out at The Oldtimers Rally on The Leas in
Folkestone, which is my local event. The owner
subsequently contacted me, and subsequently sent
me various photos so I could complete the painting.
The car dates from 1972, first registered the following
year. It was bought by the current owner in a tired
condition in 1989. The original shell was professionally
repaired and repainted in 2001, with the full restoration
completed by 2007. The ‘works’ style hardtop was
bought in 2012, and painted to match the car. The
car has 15” Minilite wheels.

Phil Lightman
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Aston Martin DB7 GTS
This painting resulted from the client receiving a
Christmas card of the Jaguar XK120 from one of my
other clients! He asked me to portray the car outside
the owners’ garage, ‘Aston Halt’, converted to
resemble a traditional railway station. I arranged to
meet the owner to get my own reference photos of
the car.
This example is a GTS special edition featuring ‘Zagato’
style bonnet bulges with louvres, yellow nose cone and
coachline, and Speedline Aliseo split rim wheels with
body-coloured centres.

Phil Lightman
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Rick Herron
classicautopicks@aol.com

Lancia Stratos design exercise 2007
The three designs were created a year before Lancia
built and released a new prototype to the public, no
relationship to my renderings. My interpretation of
what the current Lancia Stratos would look like in 2007
was a design exercise of a car I have always loved.
I had been employed to draw a series of vehicles for
Erra,Inc.com and wanted to brush up on my drawing
skills with a three quarter views of a design excersie to
show the company executives. It was finished in 2007
and has never been released to the public.

Rick Herron
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Richard Lewis
rlewis@gordonpolon.com

Snake in the Grass
Here is the piece I just finished. It took about a year
to complete.
It is called “Snake in the Grass” It is a 40” x 60”
Watercolor of a Shelby Daytona Coupe.

Richard Lewis
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Keith Leslie
keith_leslie@hotmail.co.uk

VW Pencil

Neil’s Mini
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Joey Dunlop – Legend

ArtyFACTS
Answers
1

Gustave Klimpt’s Bauerngarten (Farmhouse Garden) sold at Southebys for £48m on
St. David’s Day 2017. A record for a Klimpt landscape and the 3rd most expensive European
sale ever. Giacometti’s ‘Walking Man’ sold for £65m in 2010 and Rubens’s ‘The massacre of the
Innocents’ for £49m in 2002.

2

Vincent van Gogh – Don McLean’s 1971 hit song ‘Vincent’.

3

Volkswagen.

4

In January 86 years young Bernie Ecclestone lost his position as head of F1 due to the
takeover by Liberty Media. He is rumoured to be ‘over-the-moon’ at the offer of his new role
as ‘chairman emeritus’

5

The troublesome Lotus 30 got updated by Colin Chapman and was christened the Lotus 40.
It was apparently the American Ritchie Ginther who coined the funny putdown line.

6

Zandvoort was the Grand Prix venue by the zee in zee zunny Netherlands.

7

Birmingham UK.

8

The sculpture worth some £3m was by Barbara Hepworth. It has never been recovered and
it is suspected that it was melted down for the value of the scrap metal.

9

Cubism, though personally I am still puzzled as to what the job spec. was!

10 Indian-born law graduate Monisha Kaltenborn who became the first ever lady F1 team
principal in 2012.
The quarterly ArtyFacts quiz is compiled by Barry Hunter
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Facebook

GMA Committee Members

The Guild of Motoring Artists now has a Facebook
Group to which members are welcome to contribute.

David Ginn:

Chairman

Sean Wales:

Membership Secretary
and Financial Officer

John Napper:

Redline Editor

GMA members on Facebook, please visit:
https://www.facebook.com/Guild-of-Motoring-Artists518130378366893/

Stuart Booth

Thanks to Caroline Jaine for setting this up.

Martin Buffery

Instagram

Barry Hunter

The Guild of Motoring Artists now has an Instagram
page to which members are welcome to contribute.

David Marsh:

GMA members on Instagram, please
https://www.instagram.com/motoringartists/

Webmaster

visit:

Thanks to Sean Wales for setting this up. To be included,
please submit 2 jpegs to Sean. Hashtags are also
required for each picture. E-mail seanwales@gmail.com
to submit or for more information.

Redline Summer 2017
Copy deadline for next issue is March 26th
Please e-mail any Redilne contributions to:
john.redline@yahoo.co.uk

GMA CONTACTS
www.motoringartists.com
CHAIRMAN
David Ginn
31 Wakering Road, Shoeburyness, Essex, SS3 9SY
Tel. 07711 458881
E-mail: davidginn@btinternet.com
TREASURER & MEMBERSHIP SECRETARY
Sean Wales
157 Flatford Place, Kidlington, Oxford OX5 1TG
Tel. 07955 050441
E-mail: seanlwales@gmail.com
WEBMASTER
David Marsh
E-mail: opus@opusdesign.uk.com
Please send items for inclusion in REDLINE
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