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Introduction


Historically, motoring art has been around for as long as the car and its use for full colour posters advertising cars, oils, petrol, tyres and motorsport events has created a buoyant market with early examples of this genre being highly collectable. From the early 1900s, weekly motoring magazines employed artists to produce black and white drawings from life at events and race meetings, which were then reproduced in their next issue. Many of today’s motoring artists have been inspired and influenced by such work.
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Aston Martin DBR1, Nürburgring 1,000km race, 1957.
Oils on stretched linen canvas, 38in × 28in


Artist’s notes: ‘Having been asked to produce a painting of the winning car at the Nürburgring driven by Noel Cunningham-Reid, I studied copious photographs of the circuit and contemporary race reports to select the best way to portray this notable event. I decided to try and show the very challenging nature of this track with its undulating features to enhance the significance of the car’s victory. The vertical format allows the track to flow through the painting, picking out the cars, and gives increased importance to the main subject. The Aston Martin’s suspension angles show the strain of taking the right-hand bend at speed, confirmed by the lean of the driver’s head. A slight blurring behind the rear wheel adds to the sense of movement. Tonal contrast is reduced in the distance and the hues moderated. The yellow patch on the nose of the car and the corresponding blue one on the following Porsche indicates the class in which each car is racing. In general, the rule of composition is to have more room at the front of the subject than at the rear to give the car space to move into, but there are occasions when a chasing car or the topography also require consideration. This is such a case.’




In my own case, I was always keen to pursue a career in art, but on leaving school I was persuaded by family members to get a ‘real’ job so followed my brother’s example and became a draughtsman and design engineer, which at least gave me the opportunity to partially satisfy my creative ambitions. However, those early desires never really left me and I finally took the plunge, becoming a full-time artist in 1982.


Obviously, such a decision was only made after a great deal of serious thought, but I concluded that if I were to make a living and support a family with my art, I had to specialize and limit my subject matter. This was not something new to the art scene. There have always been marine artists, portrait painters, equestrian artists and other specialist painters so I was merely following the ‘niche marketing’ path. One might be forgiven for thinking that restricting an artist’s subject matter might narrow his or her creative ability but the advantages for the specialist are such that the marketplace can be targeted more accurately, and credibility with potential clients, who will obviously be familiar with such a chosen speciality, is secure.


As I had always been an avid enthusiast of aviation and motoring, it seemed only logical that I should choose to specialize in the two subjects of which I had experience and knowledge, and where I could also find my engineering and technical background useful. To anyone intending to follow a career in art, I would certainly recommend pursuing your enthusiasm for a subject and making it your chosen specialization. It can be easier to break into a specialist market and eventually become an established ‘name’ than to compete for business by painting a huge variety of subjects.


This book is therefore unashamedly aimed at such a specialization, motoring art. It is intended to encourage artists, both newcomers and professional, to consider adding motoring subjects to his/her repertoire. However, such a specialist discipline should not be thought of as merely portraying cars. To fully encompass the subject, equal importance should be given to the car’s integration into a landscape, skyscape, architecture or race venue and will often require the inclusion of human elements. Weather conditions such as snow, rain, and fog will also affect the overall impression of a painting so I hope to demonstrate the versatility of motoring art and inspire artists, and even potential art buyers in this sector of the art market, to look beyond the car. All the examples illustrated are fully described to give the maximum information about each painting and how it was both conceived and carried out.
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1920s Alvis duckback convertible.
Pencil drawing on watercolour paper, 8in × 5in


Artist’s notes: ‘On a visit to a VSCC meeting at Oulton Park I sketched a number of interesting cars but the polished aluminium bodywork on this particular model allowed me to show the reflections with more contrast than a painted finish. I deliberately avoided a graduated tonal, photographic look, preferring to produce a more gestural and expressive use of pencil to provide what I consider a more interesting result. This small drawing was partially completed on site and then cleaned up and finished in the studio. It was later published in the club magazine.’
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Ferrari 250 GT. Oils on stretched linen canvas, 14in × 10in


Artist’s notes: ‘I really enjoy painting sunrises and sunsets as it allows me to play with light. With this totally imaginative view I wanted to have the low sun partly obscured, its intensity dulled by the mist yet still providing a focal point and illuminating the sky above it. The added seaplane and boats with their reflections in the water all add to the overall sense of tranquillity but I wanted a foreground subject that was, in essence, a total opposite. The 250 GT was chosen deliberately as its beautiful, aesthetic shape allows it to blend with the overall spirit of the painting despite being such a high powered and dynamic machine. The ground around it is rendered and textural to add more contrast to its inherently beautiful bodywork.’




As with any specialist discipline, the artist’s absolute priority is to not only know that subject intimately but to show an enthusiasm for it that will guarantee a commitment to his or her art. Enthusiasm breeds a hunger for knowledge and also promotes a growing self-confidence that will increase the ability to produce diverse and credible motoring art scenes. Observation is also a key element in creative development and is a skill that will become second nature as the years pass. These are all the fundamental ingredients needed before starting out on an artistic journey.


The book’s early chapters describe a wide variety of methods, materials and techniques and their importance cannot be understated, being vital for an artist’s development. Drawing is the foundation of all art and I would encourage any aspiring artist to draw as much as possible. The old adage of ‘practice makes perfect’ is not just aimed at musicians. Tonal value drawings are particularly important, as is the handling of the different materials and techniques. Perspective and the drawing of ellipses are problems that will appear frequently and these are also fully covered with examples and diagrams to illustrate the explanatory text.


Obviously, knowledge of the car is a given necessity but the motoring artist must also take into account the car’s actions and attitudes when cornering, braking, etc. Diagrams and finished paintings explain the structure, mechanics and movement of the car.
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Aston Martin DB2/4. Monte Carlo Rally 1955.
Oils on stretched linen canvas, 38in × 28in


Artist’s notes: ‘I did a great deal of research prior to the preparation of preliminary sketches, studying as many contemporary accounts as possible gleaned from motoring magazines. I was also able to establish this works car’s correct colour and the signwork specifically added for this event. The driver, Maurice Gatsonides, very kindly provided me with a huge number of photographs that proved extremely helpful. I chose to paint the road diagonally, bringing a dynamic energy to the overall composition. I stressed this even more by applying opposite lock to the car as it accelerates up the snow-clad Alpine slope. Note that the angles of the tree edges and the angle of the sunlit mountainside point towards the subject. The low sunlight gave me the opportunity to show the reflections of the sunlit snow bank on the car’s bodywork. The whole background itself leaves the viewer in no doubt that this is a rally through the mountainous Alpine region and proves that motoring art encompasses more than just the car.




One of the defining factors of any painting is light. Its use, position, effect and colour are all important considerations, creating the overall feel and atmosphere of the whole composition. It should be the first thing to contemplate during initial thoughts and ideas. It creates shadows that, in turn, define form and shape.


I hope that the many full colour illustrations of paintings in the book will provide the reader with inspiration and motivation. The examples show a wide range of subjects portraying atmosphere, emotion, composition and action. A successful painting should speak to the viewer and create a reaction, and if any of the included paintings do that, then that is a satisfying achievement.


I feel very fortunate to have been a full-time professional artist for the past thirty-five years, yet, despite all that experience, an art career is a constant learning curve. Art materials and techniques are constantly being introduced and updated all the time, and our specialist subject is evolving into a completely different vehicle both technically and visually. Motoring art will, I suspect, also evolve as artists worldwide develop their skills and find new ways to convey the image of the car. Indeed, many of the images contained in this book are my very early experiments with different methods and materials, which perhaps explains the wide variation of styles incorporated in the pages of this book and demonstrates clearly that any artist will gradually develop into working in a recognizable manner or style with which he or she is comfortable.
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Cooper–Climax T39 sports.
Pen and wash drawing on white card, 4in × 6in


Artist’s notes: ‘Very similar to the Stirling Moss car referred to in the text! However, I find the shape of this car intriguing, its central seat being almost unique for a sports racing car. This small pen and wash car portrait is an exercise in interpreting the subject in a graphic way using a technical pen. Sometimes a non-realistic background can provide an interesting and alternative composition to the usual action scenario’.




The images and text seen here are intended to give artists guidance, encouragement and the motivation to pursue this exciting artform in all its guises.


Closing this introduction on a personal note, I am delighted to confirm that my deep-seated enthusiasm for all things motoring is still active today and my pencils and brushes are still in use, sixty years after attending my first motor race won by a certain Stirling Moss in a sports Cooper–Climax.




CHAPTER 1


Materials, Equipment and Techniques


Included here is a comprehensive overview of what is currently available for use on motoring art paintings. This will enable artists, both existing and aspiring, to select what they feel suits their own personality and comfort zone. Some may already have a favourite medium with which they are comfortable but this list is, like motoring art itself, quite wide-ranging so it may provide some surprises and even tempt the reader to experiment with new media.
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Jaguar Mk.VII. Monte Carlo Rally winner 1956.
Pencil drawing on white paper, 12in × 8in


Artist’s notes: ‘A very typical Christmas card scene, which was exactly the function of this pencil drawing. It was requested by a publishing company for distribution to its clients and therefore required a vertical format. I deliberately avoided a fully detailed drawing of a mountainous background, preferring to have minimal areas of detail and to give more emphasis to the speeding car. The Jaguar was therefore given more tonal contrast to pull it forward from the Alpine scene. Note the lack of any pencil work on the car’s lower bodywork allowing the white areas to suggest snow kicked up from the car’s wheels. Once again I did a great amount of research, sifting through old magazines to establish the correct rally number and the correct PWK700 registration. 2B and 4B pencil grades were used.’




As the rules for art are inevitably quite flexible and far from rigid, only guidelines are offered here for artists’ perusal. As an example, an artist’s preference coupled with his or her creative abilities can sometimes produce an innovative way of using a traditional material, resulting in a conspicuous change from the norm that might even develop into a personal style.


However, this book is not intended to suggest creating a specific style, but to encourage an artist to perfect the techniques in his or her chosen method and medium, from which a personal style will evolve naturally. Study the illustrated examples and demonstrations and try the different methods and materials that attract you.


Drawing


Within art education it has been tempting in the past to downgrade drawing and to place more emphasis on creativity. However, the fact that we are dealing here with a speciality subject means that realism has to be a priority and drawing the form and shape of the car is of paramount importance. This does not mean that a rigidly accurate image must always be drawn but in the initial drawing stages of our foray into motoring art it is essential that a car should be in proportion and an accurate representation of the type. In a later chapter of this book it will be seen that more adventurous styles can be applied to all media but before that is contemplated it is vital that an artist is fully conversant with the basics.


A traditional atelier in the USA has a prospectus where, for the first two years, all students are only allowed to use drawing to perfect their skills of representing form and tonal values. Colour and brushwork came later. To some, this may seem a somewhat draconian viewpoint but there may be some merit in this method of teaching.


Drawing is one of the fundamental principles and a crucial starting point for all artwork, particularly with specialist subjects such as motoring, so it is imperative that good draughtsmanship is achieved before picking up any brushes. Pencil, charcoal, crayons, pen and pastels can all be used for drawing, each having its own distinct characteristics but which can also be combined to achieve certain effects.
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Alfa Romeo 6C 1750 GS. Pencil drawing on paper, 12in × 8in


Artist’s notes: ‘This can almost be described as a technical illustration depicting the car with all its detail and reflections. However, in order to avoid it being too photographic with all its blended tones, I varied the tonal contrast to stress the frontal aspect yet being careful not to solidify the very dark tones. This also creates an example of increased contrast, bringing the subject into the foreground while the areas of lower tonal contrast create recession. I should perhaps also explain that the bulbous look of the headlights is caused by the addition of rounded red plastic covers, which were used for protection of the glass during racing and presumably had less wind resistance.’




Pencil


Graphite pencils are the obvious starting point, being used almost exclusively in the early stages of a car painting to produce numerous ‘thumbnail’ sketches to select the most aesthetic and workable composition. They are inexpensive and easiest to use, virtually everyone having used one at some stage from early childhood. They are available in various grades but a B or 2B is ideal for sketching. Softer 4B and 6B grades are preferred for areas of extra contrast and the more intense dark tones. Flat leaded pencils and pure graphite sticks without the traditional wooden covering can also be purchased in a variety of grades, these being handy for shadow or large areas of tone. Whichever pencil you decide to use, make sure it is sharp and don’t let it become too blunt during use. Pencil sharpeners are acceptable but a knife is also an excellent way of producing a very sharp and lasting point, though care should naturally be taken when using such an implement. A sanding block will also be very helpful in keeping points sharp rather than continually resorting to the knife.


There will, of course, be shaded areas where such a sharp point is not needed and to aid this, some of the pencils can be sharpened to a broad flat edge, particularly those with flat leads or the solid graphite pencils. When doing this, it is advisable to just lightly remove the corners of these flat edges with a sandpaper block to prevent a sharp, denser line occurring on the edge if handled in a slightly angled way. Sometimes the shading lines can be used to follow the form, suggesting curves in a car’s bodywork, as can be seen in some of the illustrated examples. Don’t be afraid to allow the viewer to see your shading lines or preliminary outlines as these can be very expressive and often add character to a drawing.


Trying to slavishly replicate a black and white photograph with its finely blended tonal values does not necessarily result in a particularly attractive drawing, as it can be seen merely as a technical exercise in proficiency rather than a true artist’s statement. A gestural drawing demonstrates a fluidity that is akin to a personal signature. For example, if two artists pursue the technique of copying exactly the tones of a photograph, their work will be identical and neither will then adopt their own personal and recognizable style. However, I am not suggesting that finely blended tones should be banned completely. Far from it, as they can be used to convey a car’s speed, dust, movement and so on, all essential ingredients for an active motoring composition.
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Lotus 15.
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AC Cobra.
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Aston Martin Ulster.
All pencil drawings on paper.


Artist’s notes: ‘Pencil sketches are always opportunities to try out different views of cars for possible later conversion to full paintings. Sketches are also used to experiment with ellipses, highlights and any other details to establish their suitability and accuracy. In all the examples here, I have rendered the pencil strokes to denote the shape of the bodywork, giving them a gestural presence, deliberately avoiding the ultra-realistic, blended photographic look that can be somewhat sterile and soulless. I think it is important to do this to establish an artist’s individual style. For example, if all motoring artists decided to mimic photographs in a dedicated, blended tonal style to impersonate the image being copied, their personal style would be stifled and unrecognizable to anyone viewing the drawing.’
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Alta GP car. Pencil drawing on paper, 6in × 6in


Artist’s notes: ‘This 1930s Grand Prix car with its unusual front suspension caught my eye during another wet vintage motor racing meeting and gave me the chance to introduce an interesting human element with umbrella. A quick on-site pencil sketch provided me with just sufficient information to redraw it in my warm and dry studio. It clearly shows the weather conditions highlighted by the reflections in the rainwater and it also demonstrates how shading lines can be used to indicate the shape and contours of the bodywork. Linking the spectator and the car creates a pleasing L-shaped composition.’
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1920s Darracq. Pencil drawing on paper, 7in × 5in


Artist’s notes: ‘It was while attending the same wet weather race meeting that I came across this car but it was the interaction of the waterproof covering that I found appealing. Much of the detail in the shadow is ignored as I virtually completed the whole car in the same dark tone so that the tarpaulin could produce an interesting contrast in tonal values and shapes. However, I didn’t want to create a flat dark tone so allowed some flecks of white paper to show in these areas to give it a more lively appearance.’
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Ferrari Dino 246. Pencil drawing on illustration board, 9in × 7in


Artist’s notes: ‘An exercise in background experimentation. Instead of creating a realistic background I chose to try a more ‘graphic’ approach with a shaded panel incorporating the Dino logo. I was keen to avoid a flat and boring grey panel so the tone is made up of randomly cross-hatched pencil lines. Note that I have also used shading lines on the car to suggest shape and form rather than a flat photographic graduation of tone.’
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Aston Martin Ulster repairs. Pencil drawing on paper, 8in × 5in


Artist’s notes: ‘With this pencil sketch I wanted to try and construct a more interesting overall shape and not merely a car portrait. The dust sheet with its folds contrasts with the bodywork and fades off to the rear of the subject, while the spare wheel lying on the ground leads the eye into the picture. Retaining the pencil lines in the shading gives a more spontaneous and lively feel to the composition. Adding a somewhat puzzled mechanic, positioned on a third median, also enhances the overall scene. A point to note here is that if a person is introduced into a picture, the viewer will almost always follow that person’s eyes to see what he is looking at, so always ensure that it is something worthwhile.’




Regarding the surfaces on which to draw, these can vary considerably. A really smooth surface such as illustration (Bristol) board will give a very flat tone as opposed to a board or paper with a slight ‘tooth’ or texture that will provide a very slightly mottled tone with more interest and which expresses the true nature of a drawing. Generally speaking, most pencil drawings are often completed on a surface such as cartridge paper. Sketch pads of this material are available in a range of standard sizes with either spiral or glue binding. The thickness, indicated by gsm, governs the price but opt for the better quality, 300gsm or more, where possible as it is more versatile and will accept a watercolour wash without cockling if the water is applied sparingly and the areas restricted. Hot-pressed watercolour paper is another alternative, particularly if you are contemplating adding larger washes of colour. Again, this is available in pads of varying sizes and thickness. Heavier textured paper or even a linen weave may also be considered but beware of pencil lines becoming textured in a regular pattern, which is not always to be admired although it can be to some artist’s taste. A lightly textured paper or board with a slight ‘tooth’ is the preferred option.


Working with pencils can often cause accidental smudging of the drawn pencil lines. It is important to avoid this where possible by starting a drawing from the top left if you are right handed or from the top right if you are left handed. In addition, the use of a piece of paper or card under your working hand will protect the drawing. Smudging, however, will inevitably happen at some stage so will need erasing, as will any clearly erroneous drawing. A putty rubber, or kneadable eraser, will not produce any ‘crumbs’ as the offending marks can be just lifted off without rubbing, although any heavily applied pencil will be difficult. The putty rubber must also be kept scrupulously clean for such work or it will leave a mark. However, some artists still prefer a soft eraser and accept the ‘crumbs’ problem, although when brushing these off it is very easy to smudge the drawing so do be aware of the pitfalls. A hair dryer is often a good way to counteract this.


When contemplating the reproduction of pencil drawings, large and heavily applied dark toned areas can develop a metallic sheen, which is sometimes difficult to scan due to problems with reflection.


Drawing from life is ultimately very satisfying, producing results that often show some of the artist’s personality and character, but it’s not always achievable with motoring art. For action drawings it is clearly impossible and we must therefore work from photographs, but this topic will be elaborated upon in a later chapter. Even at events with huge car parking areas offering a profusion of potential subjects it isn’t always possible to draw these from an aesthetically satisfying angle but it’s worth persevering.


Charcoal


This is very much a traditional art medium for combining the drawn line with toned, blended areas. It provides a denser application than graphite but with a rather more fragile finished drawing, being prone to smudging. In general, it is a dirtier material to handle, adhering to fingers when working and these will often end up smudging the surface of the drawing despite careful avoidance. A clean cloth is therefore a vital addition to the working area to keep hands as clean as possible. Available in natural form as thin, medium, thick and extra thick sticks, it can also be purchased encased in wood, similar to pencils, but with the actual charcoal material being thicker than their graphite equivalents. They are graded in a similar way – HB, B, 2B, 4B, and 6B – although some manufacturers grade them as light, medium and dark. Another very useful and very traditional material is the Conté stick, available in black, sanguine or white, which is short and square and can be applied in a similar way to charcoal but also used on its side or sharpened to a point. Shading charcoal can be achieved in the same way as pencil but is often blended using the finger, or, if you are intent on keeping your hands as clean as possible during your creative process, the alternatives are the compressed paper tortillon or the relatively new blenders. The latter are, in effect, brushes with their bristles replaced by a soft pliable plastic tip in various sizes and which are surprisingly good for small details.


A very satisfying charcoal drawing can be achieved by using a grey or mid-tone coloured pastel paper. For this it is advisable to have an additional white pastel or Conté option but don’t try to blend this with the charcoal as this doesn’t produce a particularly attractive result. Charcoal can then be used for the darker areas of the drawing and white pastel or Conté used for the highlighted sections. This is a very rewarding way of dealing with tonal values and can be of immense importance when producing sketches for future paintings of motoring subjects. It can take a little while to get accustomed to working without first completing the outline but is an excellent way of conquering the problems of tones and removing the reliance on line drawings.
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Chevrolet Corvette.


Charcoal and white pastel pencil, 9in × 6in


Artist’s notes: ‘Working on coloured paper is a quick way to establish tonal values and this is merely a quick sketch prior to a possible oil or acrylic painting in full colour. I have made no effort to blend tones and therefore the texture of the paper shows through the charcoal and pastel. It is merely an experimental drawing to see how the highlights and reflections react with the bodywork of the car. Reflections can either enhance or detract from the car’s form and shape, which is another advantage that an artist has over the photographer. We can change an image and delete or reposition reflections to our benefit.’




Pastel


This is probably the coloured equivalent of charcoal, although it seems that the jury is still out as to whether a completed pastel work can be called a drawing or a painting. Pastel sticks, produced by many different manufacturers, are now available in both round and square form in a truly massive range of colours varying from white and off-white to truly dark shades, the latter having been somewhat neglected in the past. Different companies market different consistencies from hard to very soft, each having their own unique qualities, and pastel artists do seem to have preferences for specific manufacturers and adjust their style accordingly. It is therefore advisable for artists who are not accustomed to pastel work to sample a variety of types to find out which suits their own style before attempting to create a complete pastel drawing. Pastel pencils can also to be purchased but in a much reduced colour range and normally of a harder consistency.


Application of the pastel colour is with either the point of the stick or its side and it is, by and large, a fairly imprecise material to use compared with graphite pencils, which is why the much slimmer pastel pencils, with their wooden coating and sharper points, would be chosen for the more detailed areas of a car’s bodywork, radiator grilles for example. Pastels are therefore perhaps more suited to a looser, more dynamic portrayal of the car, accentuating its speed and movement.


The acknowledged way of working is for the initial colours to be laid down with the harder pastels, the softer and more intense colours and highlights being the last to be applied.


By their very nature, pastels are quite dirty to use, being solid pigments held together with a binder so that as a stick is used a great deal of the pigment is transferred to fingers. As advised in the section relating to charcoal, a clean rag is a necessary item to wipe hands and stop the transfer of colours from one stick to another. This is, of course, a losing battle so at periodic intervals the pastel sticks are put in lidded jars with ground rice and shaken up to clean them.
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Alberto Ascari, Lancia D60, Monaco GP 1955.
Pastel on prepared board, 10in × 8in


Artist’s notes: ‘I rarely use pastels but they really lend themselves to a very free approach to motoring art and I was determined to achieve a very dynamic painting full of movement. I prepared some mounting board with a mixture of gesso and pumice powder, to which I also added the background colour, so that the surface had plenty of ‘tooth’, an essential requirement for displaying the vibrant colours for which pastel is known. The pastel sticks were applied in a very loose way and I avoided the use of pastel pencils to prevent any tightening up of the image. As this was one of my experimental pieces I didn’t add any background as I wanted to show the pure energy of the car and driver. There are few materials that can be used in a looser way than pastels. Like working with oils, the highlights are the last elements to complete the painting. There is a certain poignancy to this race scene as Ascari survived plunging into the Monaco harbour with the car after crashing at the chicane, only to be killed a week later while testing a sports Ferrari at Monza.’
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