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Over the years, many members receive awards for 
their work. The editor keeps an eye open for these things, 
and readers often bring them to his attention. There are 
inevitably some, however, which go without notice in 

these pages, and to those members who have received awards I would like to 
send hearty congratulations, and thank you for helping to add luster to the So-
ciety. 

One important National Award has just been announced, and I want to share 
with you my delight and admiration. John M. Barber, our current Managing Fel-
low, has been given the Distinguished Service Award by the National Maritime 
Historical Society. This is to be presented at a special dinner at the Army and 
Navy Club in Washington DC on April 16.  Russell Jinishian described John as 
“the premier chronicler of Chesapeake Bay life. Many artists paint skipjacks, but 
John’s emotive depth puts him on another level entirely.” His love for Chesa-
peake Bay is reflected not only in his art but in his philanthropic endeavors. The 
NMHS says that through donations of his art and copyrights, nearly half a mil-
lion dollars has been raised for non-profit conservation groups concerned with 
the Bay. Our congratulations to John for this well earned recognition.

These are hard times for almost everyone. The pattern of national prosperity 
changes rather slowly in relation to a person’s career. The last serious slump oc-
curred during our parents’, or even during our grandparents’ working life. Con-
sequently, such a calamitous downturn is highly disconcerting.

As artists, we are not immune to the drastic curtailment of public purchasing 
power, but that should not make us disconsolate. There will always be discern-
ing people who also have the means to exercise their taste and good judgement.  
One trend that has now been made to look silly is indulgence in the sensational, 
the fashion for lavish expenditure and conspicuous display. This sort of thing, in 
recent years, has sometimes seemed to take the place of interest in looking at art 
for pleasure, or for art that is judged likely to acquire lasting value.

Our Society is devoted to support the efforts of members working towards 
greater public recognition and appreciation of our field. This is not changed by 
hard times; in a curious way it may in fact be less difficult to draw attention to 
genuine quality in times such as this.

We should continue to do what we believe in, creating our very best work and 
trying to bring joy.  The market will slowly recover, and then we shall be able to 
show with pride the paintings we have done in the meantime.

To cheer you up, here is a poem entitled “To a Painter”. It was composed by 
Scotland’s National Bard, Robert Burns, who was born on January 25th, 1759, 
just 250 years ago today.

Dear artist I’ll gi’e ye some advice
You’ll take it no uncivil.

You shouldna paint at angels mair
But try and paint the devil.

To paint an angel’s kittle work,
Wi’ Auld Nick there’s less danger;
You’ll easy draw a weel-kent face,

But no so weel a stranger.

(mair is more, kittle can be rendered as tricky or ticklish; Auld Nick is the devil)
(a weel-kent face is well known, in other words a very familiar one.) 
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Assorted Scuttlebutt
from
ROBERT SEMLER

From the Fo’c’sle
NEWS OF INTEREST
from OUR READERS...

Continued on Page 4

Phyllis Solcyk’s  painting “Our Homeland Defenders” has been 
selected by the Salmagundi Club’s Excellence Committee to be in-
cluded in the United States Coast Guard’s Permanent Art Collection. 
Phyllis will be presented with a commendation from the U.S. Coast 
Guard at Salmagundi’s Award ceremony on June 25th, 2009.

Karol B. Wyckoff had an ongoing exhibition of her watercolors 
and oils, for the month of February, at the Visual Arts Center in Punta 
Gorda, FL. Karol won 1st place in the VAC  “Festival of Art” exhibit, 
and also won 1st place in the “Harvest of Art”  and 3rd place in the ex-
hibit “Splash”, plus two honorable mentions. Karol won a 1st place in 
the Cape Cod Cultural Center exhibit called “Icing-on-the Cape” and 
was selected to exhibit in the 6th Biennial National Art Exhibition at 
the Charlotte County Art Guild. The American Society of Marine Art 
selected a painting of Karol’s for the ASMA New England Exhibition 
tour of New England Museums.

Roger E. Salisbury was awarded “Best in Show” at the 23rd An-
nual Members Show of the Connecticut Pastel Society in March 2009.

Fellow Loretta Krupinski, who also 
writes and illustrates Children’s Books, 
has a new adult book. “Looking Astern: An 
Artist’s View of Maine’s Historical Water-
fronts” is making its debut in August 2009 
from Down East Publishers. In three years 
she has finished 40 paintings of subject mat-
ter dealing with every aspect of maritime 
history along Mid-Coast, Maine where she 
lives. “I also agreed to write it not realizing 
at the time that Mid-Coast, Maine was the 

IMPORTANT - PLEASE NOTE
Due to the untimely death of Nancy Stiles, a transition is 

taking place that will affect all members. Our current email 
address will remain the same: asma1978@verizon.net, 
but our mailing address and phone number have changed! 
Please make a record of these important numbers in your files.

ASMA
P.O. Box 247, Smithfield, VA 23430

757-357-3785

Well, here we are, rounding the corner 
from Spring into Summer. For those of us 
living in Florida and the deep South, the 
plein air painting season tends to slow down 
a bit when the solar heat starts melting the 
oil paint and rapidly drying the watercolor. 

You folks farther North and Northwest are just about to start to go out. 
So, no matter where you live, plein air painting is good. I’ve had more 
than my share this year thanks to ASMA visitors from the north and a 
very active plein air ASMA Rep here in Florida.

During the height of the frigid air swirling around upper New York 
State in early March, our own Mike Killelea and his lovely wife Kathy, 
visited us for a full day of plein air painting and great renewing of our 
friendship. Joining us for the day was one of our ASMA South area 
Reps, Val Sandell. Val also helms a large group of plein air painters 
here in Florida and I sometimes wonder when she is actually inside in 
her studio. But I suspect soon, when the heat climbs enough to turn 
on the central air.

Mike, Val and I went out to the Coast Guard Station located on the 
entrance to the Gulf in the historic fishing village of Cortez. The Chief 
in charge of Station Cortez was kind enough to let us come on board 
to set up and paint for the day. The weather was great, although the 
waterfront breezes caused a few challenging moments. Check out the 
short article on our day out along with some photos on Page 24 in this 
issue.

Since the untimely passing of our Managing Director, Nancy Stiles, 
several ASMA folks have stepped in and taken on the Herculean task 
of making sure ASMA runs as smoothly as possible during the tran-
sition. I can not say enough about our Treasurer, and now “Acting 
Managing Director”, Peter Maytham. Peter has been on top of ev-
erything and has been a joy to work with. He has outdone himself 
on this challenge. Christine Diehlmann and her husband Billy, Mike 
Killelea, Charlie Robinson, Alan Ryall, Kim Shaklee, etc. These folks 
have come forward and really helped us out. Thanks must go to them, 
and to all who have stepped in. You are all true ASMA Champions.

As I mentioned in my last column, we have contracted with a new 
printer for the newsletter. Since they will now be handling everything 
electronically, starting with my own digital file, they have promised 
us a 5 to 7 day schedule on printing to mailing, so when a newsletter 
goes out the first week after the publication deadline, it should be in 
your hands a lot sooner than before. Obviously the January issue was 
an exception, mainly due to a press repair problem at the old printer, 
so cheer up, everything is not bad in the world. We still must rely on 
bulk mail, due to the extreme cost of first class, however.

And, as you all are painfully aware, we are in the worst economic 
era we have seen since the Great Depression. Everyone is struggling 
to meet expenses and stay afloat. That goes for ASMA as well. We 
are also painfully aware that since we do not have much advertising 
(read that none) to pay our bills, we rely on member dues to keep us 
going. That is not the best way, but right now that is our only way. 
Contributions, dues, etc., tend to be put on the back burner when hard 

ASMA CATALOGS AVAILABLE FREE FOR THE ASKING

Our Treasurer, Peter Maytham, has informed me that 
he has close to 950 copies of the 12th National Exhibi-
tion catalogs stored in his garage. He is offering them to 
members who would like to have copies to hand out to 

possible venues, museums, galleries, etc. If you would like 
copies, e-mail Peter at asma1978@verizon.net and he will 
send them out to you. You can get up to 30 in a carton. 

They are also postage prepaid.

Continued on Page 21
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times come...the same way the Arts seem to be the first sales to go. 
However, we must ask that you consider the consequences in not 
paying your ASMA dues on time. First, and worse case scenario, is 
that ASMA could fail. Next, publication of the newsletter could be 
trimmed, meaning, perhaps, only 2 issues a year instead of 4. Seeing 
that this is one of your major membership benefits and the best way 
of communicating, that would be a poor option. We realize we cannot 
spend undue amounts on frivolous things, but we sure wish to stay 
afloat and publish timely. So, please keep this in mind and try to send 
in your dues if you have not.

Members like you are how we exist, and recruiting new folks to 
enlarge our member base has never been more important. We tend to 
be in a Catch-22 situation. In order to entice advertisers or sponsors to 
help with the bills, we need circulation, and 600+ members does not 
fulfill that need. So, get out there and recruit. No one has done more in 
that respect than Val Sandell. When you see the list of new members in 
this issue, one of the largest quarterly jumps we’ve had in a long time, 
you can thank Val for many of those. In addition, we tend to get new 
members who have seen our National Exhibitions and wish to join. 
Those shows, and our Regionals help, but you folks are the best source 
for recruitment. “Word of Mouth”...very powerful!

And, in this issue is a long list of new Artist Members and 2 new 
Fellows. With Nancy being so ill last year, the list was never sent to 
me, so was not published in the January issue. We are proud of those 
of you who have been juried in, and know you are proud of your new 
signature status, and hope this late listing will make you feel welcome. 
Congratulations to all!

So, enjoy the issue. We have a lot of Regional News for you, includ-
ing the reorganization of some states to help those of you affected get 
more help and become more involved with ASMA and our shows.

Oh, and before I forget. Make sure you check out the information 
on our upcoming Annual Weekend this year in New Bedford, Mas-
sachusetts. That is the last stop for our National Exhibition and we are 
tying in the Weekend with the closing of the show. It will give some 
of you the opportunity to pick up your paintings without having to pay 
for shipping.

Have a great summer. We’ll see you again in July. And please, try to 
remember to send in those dues payments. If you are able to add in a 
little extra contribution, every little bit helps.

Assorted Scuttlebutt - Continued from Page 3

Please Read This!
Members are earnestly requested to send an email to 

asma1978@verizon.net
quoting their name and telephone number, also to send these 

details to their regional representative.
Check if your correct current email address is printed in this 

issue. If so, you are in clover: this instruction is now limited to 
only notifying your regional representative!

Newsletter Deadlines
• January 2nd
• July 1st

• April 1st
• October 1st

ATTENTION ALL MEMBERS
We ask for your support.

NOW YOU CAN BUY YOUR ART SUPPLIES ONLINE AND ALSO HELP
SUPPORT THE AMERICAN SOCIETY OF MARINE ARTISTS TOO.

We have entered into an agreement with DICK BLICK ART SUPPLIES!!!

FOR EVERY $$$ DOLLAR $$$ YOU SPEND WITH DICK BLICK
THEY WILL DONATE 12% TO THE A.S.M.A.

ALL YOU NEED TO DO IS:
1. Start by opening the A.S.M.A. Website:

http://americansocietyofmarineartists.com
2.  on the front page go to the link to DICK BLICK Banner

AND CLICK on the link.

3.  NOW simply place your order online and you are done.
Remember, we will only receive credit for orders placed
after linking from the A.S.M.A. website first�

so visit ASMA and click to BLICK.

DON’T FORGET, 
MATES...

ASMA has an arrangement with 
nationally famous Dick Blick Art Materials so that for 

every order placed, Dick Blick will donate 12% back to 
ASMA. And, best of all, they have very competitive prices 
and superb speedy service! Go to our ASMA website at
www.americansocietyofmarineartists.com and click 
on the link when you place your next order for your 

favorite art supplies.

MEMBERSHIP INFORMATION
NEW MEMBERS

Peter A. Barrett
27 Landing Hill Rd.
East Haddam, CT 06423

Paul Beebe
57 Edgewood Drive
South Windsor, CT 06074

Clarence Betleyoun
786 Wimbish Rd.
Macon, GA 31210

Margaret M. Betts
756 Pownal Road
Auburn, ME 04210

Donna M. Blackburn
363 West Tisbury Rd.
Edgartown, MA 02539

Kenneth Campia
1298 N. Waukegan Rd.
Lake Forest, IL 60045

Barry Cohen
1226 Lemontree Lane
Apt. 8203
Rockledge, FL 32955

Brie Dodson
9712 Ashby Road
Fairfax, VA 22031

Charles Fawcett
1710 140th Lane SE
Belleview, WA 98007

Carol Gray   
191 Lower Walden Rd.
Carmel, CA 93923-9759

Greg LaRock
4 Crooked Stick Drive
Newport Beach, CA 92660

Nickolas Mayer
1497 West Hill Rd.
Lincoln, VT 05433

Michele Pope Melina
P.O. Box 92
Hanover, MN 55341

Brian Merat
613 Central Ave., Apt. 27
Coos Bay, OR 97420

Michael J. Mineo
3545 Country Estates Dr.
Suwanee, GA 30024

Charles E. Morgan, Jr.
12505 5th Street East
Treasure Island, FL 33706

Suzanne G. Morris
8901 Rearden Rd.
Richmond, VA 23229

Richard S. Ramsey
74 Judy Lane
Stamford, CT 06906

Robert A. Richert
11110 Los Alamitos Blvd., 
Suite 204
Los Alamitos, CA 90270

Mary Trevelli Schatz
52 Downing Street
Cherry Hill, NJ 08003

Scott H. Terry
65 Mashpee Rd.
Cotuit, MA 02635

Rik Viola
142 Hutchinson Ave.
Haddonfield, NJ 08033

Lance Walker
25 Pine St.
S. Dennis, MA 02660

Dennis J.Yanoski
46 Woodland Avenue
Morristown, NJ 07960
CHANGE OF ADDRESS

John Diefenderfer
P.O. Box 43
Lake Ariel, PA 18436

Michael Killelea
1885 Woodard Rd.
Elma, NY 14059

Ron Lent
1306 Dushore Overton Rd.
Dushore, PA 18614

Ruo Li
c/o Mian Situ
2231 Calle Violeta
San Dinas, CA 91773

Steven C. Mapel
7015 92nd Ave, CT N.W.
Gig Harbor, WA 98335

C.W. Mundy
P.O. Box 40067
Indianapolis, IN 46240

Glenn James Secrest
53 Sandy Point Farm Road
Unit 2
Portsmouth, RI  02871

David Tutweiler
P.O. Box 343
Beverly Shores, IN 46301

Capt. Casey Whitten
1950 S.W. Palm City Rd.
Apt. 01-306
Stuart, FL 34994-4315



them all submitting several paintings to the same National. Nationals 
are juried only by Fellows.

Now, a Regional is different in that neither Fellows nor Artist 
Members are required to submit anything to the jury thus making 
room for lesser known artists when the jurying is done. The Fellows 
or Exhibition Committee may appoint Artist Members to jury the im-
ages. All ASMA Regionals are open to all members. Most have artists 
from across the U.S. accepted. However, announcements to the gen-
eral membership for Regional exhibitions are in the News & Journal 
while the region members may receive a mailed prospectus, individu-
ally mailed out. Coming up, one has to go to the Coos Bay website to 
download that prospectus. There is a multi-venue exhibition coming 
up in the Mid-Atlantic region. Members are responsible for checking 
the News & Journal for opportunities. One other consideration for Re-
gional Exhibitions is the size of the venue. The invitational for ASMA 
West at the Ventura Maritime Museum in CA is an example. The mu-
seum alternately invites ASMA and ISMP to exhibit each year. Since 
it is a tiny (but wonderful) museum, the museum invites the artists to 
participate. It invites only ASMA artists on the West coast. It is ironic 
that some members think that inviting artists from all of the member-
ship to participate in a regional is intrusive when the reason behind the 
practice is to give everyone a chance to exhibit, especially those living 
in less active regions. Another reason to include all is to ensure both the 
quality and quantity of submissions. Any exhibition undertaken as an 
official ASMA Exhibition contractually assures the venue high quality 
paintings in sufficient numbers to fill the space required.

Last year the membership voted to change the By-Laws to provide 
for three year terms of office for the Board, who can also stand for 
re-election after that term. In order to stagger the voting for Board 
members under this new rule, several Board members were elected 
to remain in office for the next three years at the Wilmington AGM. 
An equal group will stand to remain in office for three years at the 
AGM this September.  The Nominating Committee, according to the 
By-Laws, “will accept written nominations up to two months ahead of 
the AGM, ascertain candidates’ willingness to serve, and submit their 
recommendations to the Board. The Board will then determine which 
names will be submitted to the membership for election.” Our Annual 
General Meeting (AGM) will be held in New Bedford, MA this Sep-
tember 12th so the nomination deadline is July 12, 2009. Nomination 
Committee members are Bob Semler, Austin Dwyer and Christine 
Diehlmann, Chair.

Notice of the AGM is listed in the Regional News by Mike Kille-
lea.  I do hope that you will consider traveling to this event. This is the 
important part of ASMA that I did not mention above. Our Society is 
unique in that although we have all of the inner working listed above, 
we have a huge body of members who are genuinely good friends. 
These friendships have been forged over many years by getting togeth-
er for the AGM weekends and other special events. The friendships are 
not confined to regions but extend across the nation. With the advent of 
e-mail, this wide and interlocking camaraderie that is a core portion of 
ASMA, has thrived. It is not an exclusive thing but rather one of inclu-
sion. It is part of this column as I tell each one of you about your fellow 
members. I came to the ASMA Board as your Member Representative 
with the purpose of sharing this intangible spirit that permeates ASMA. 
Over the years we have tried to include more artists in the active pur-
suits of the society.

The ASMA West Executive Committee is a literal example of this 
spirit of friendship that so characterizes the society. When it came to be 
time to find new Regional Representatives for Region 5, which extends 
from Washington state to San Diego, CA and as far East as Colorado, 
Ian Marshall decided that the members in that area should elect their 
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Continued on Page 6

THOUGHTS AND PERSONAL REFLECTIONS
from CHRISTINE DIEHLMANN

From Christine’s
Log Book...

The first thing I need to share with you today is the good news that 
ASMA business is back on track after our devastating loss of Nancy 
Stiles. This is due in large part to the 150 percent effort of our Trea-
surer, Peter Maytham. Peter, in conjunction with Nancy’s husband 
Graham, members of the Board and our eight Regional Representa-
tives have been working together to achieve a smooth transition. Today, 
I can say we are over the hump. I received a note a few weeks ago 
from a member who was somewhat confused about the way ASMA 
works. (Letters are always welcome!)  Since we have so many new 
members, this seems to be an ideal opportunity to review with you the 
way ASMA is set up in our By-Laws. The first thing everyone needs to 
know is that the Board of Directors does not jury exhibitions or review 
portfolios for Artist or Fellow status. There are some on the Board who 
do jury but only in their capacity as Fellows. Our present Board is 
composed of 13 members who are collectively either regular members, 
Artist members or Fellows. We are fairly evenly split so that the mem-
bership is fairly evenly represented.

It is important to know that ASMA’s By-Laws recognize two enti-
ties that regulate ASMA affairs. One is the Board of Directors. The 
other is the collection of Artist members designated as those who have 
achieved recognition as the best of the best – the Fellows. The Board 
of Directors runs the everyday and business affairs of the Society. The 
Board is a working entity with several committees to decide the indi-
vidual concerns of the Society. The one you hear of most frequently is 
the Exhibition Committee, chaired by Charlie Robinson. Len Mizer-
ek is the one who will organize all of those images sent to Juried Art 
Services for the Fellows to review. However, we also have committees 
concerned with Public Relations, Web, Regions, Membership, Nomi-
nations, the AGM and others as they come up. Bob Semler is a Com-
mittee by himself doing all things for the ASMA News and Journal. 
The Fellows are in charge of artistic standards and jury our Nationals 
and portfolio reviews. In the case of Regional exhibitions, the Fellows 
may choose one or two Artist Members to join a Fellow to jury a show. 
It is not an official ASMA exhibition unless the Fellows/Exhibition 
Committee selects the jury. It is not up to the chairman of the exhibi-
tion to select the jury. We are a 501c3 tax designated non-profit orga-
nization. This essentially prohibits us from selling exhibited art work 
through the facility in which we are showing. However, a buyer may 
contact the artist personally. Successive Boards have struggled with the 
question of finding a way to sell art that is on exhibition through the 
host site without violating our tax exempt status. So far we have not 
found a way although we are getting closer with a proposal from Len 
Tantillo. It is very actively still on the table. The fact that we exhibit in 
museums is a factor in this situation.

Here is a sort of guideline about the National and a Regional to 
clarify the mistaken idea that some artists are excluded for any reason 
other than the quality of the paintings that they submit to the jury. In a 
National, Fellows must send a painting, and Artist Members must send 
at least one painting to be juried or lose their standing. So, in actuality, 
Nationals are harder to get into because the competition is with the 
best of the best. We registered about 650 members last year so think of 
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new Reps. All of those nominated were in the habit of coming to Coos 
Bay, OR for the CAM weekend and were well known to each other. 
Dutch Mostert and Alan  Ryall were elected as the Regional Rep-
resentatives, however everyone’s votes were so close and the area so 
large that the Executive Committee was established so that they could 
all work together to enrich their local members Society experience. The 
Region 5 Executive Committee consists of Adam Koltz, Bob Dykes, 
Jon Olson, Kim Shaklee, Grant Saylor and Austin Dwyer. There is 
now another member of this committee, David Weiss from Nebraska.

 If you were looking closely through this News and Journal, you may 
have noticed a change in the Region listing. For a long time now, the 
Society has been concerned with Region 4’s lack of a Regional Rep-
resentative. They were at the disadvantage of being widely spread out 
among several states, many of which having only one ASMA member 
living there. The Great Lakes states were not precisely in tune with 
those in the great agricultural ones. Last summer/fall we wrote and 
asked Region 4 members to help us, help them. Our solution to re-
vamp Region 4 so the members were allied to regions that are vital and 
active became official this April. The Great Lakes states, Wisconsin, 
Michigan, Illinois, Ohio and Minnesota, are now a part of Region 1 in a 
combined New England/Great Lakes ASMA North. The moving force 
behind New England’s three venue Regional Exhibition, Lisa Good-
win, and long time Region 1 Rep, Joan Colt Hooper, who has pro-
duced many exhibitions on Cape Cod are the Regional Representatives. 
We are in the process of creating an Advisory Committee for this area, 
like that of the one in Region 5. Ohio resident, Lois Salmon Toole, 
has signed on to liaison with her fellow Great Lakes artists. Lois is an 
alumna of many AGM weekend gatherings and known to a great many 
ASMA members from East to West. She also shines among all of us as 
the Society’s watercolor artist possessing 17 Signature memberships in 
as many organizations. Happily, Joan and Lois forged a friendship long 
ago so that they are already in tune. Steve Lush from MA, whom many 
of you met during the Maine Maritime opening reception, will also be 
on the committee. Our deadline is going to prohibit us from reporting 
on the other members at this time.

Region 4 members living in Missouri, Iowa, Kentucky, Indiana, 
Oklahoma and Nebraska have become part of Region 5, ASMA West. 
David Weiss, the sole ASMA artist in Nebraska, will come on board 
their Executive Committee to look after that region. David is known to 
many in ASMA since his parents live in Portsmouth, VA and he paints 
the Chesapeake Bay workboats as well as nature paintings. He had just 
hung a solo show in Portsmouth and decided to join the AGM weekend 
in Cape May. I had the pleasure of meeting him there and we have kept 
in touch over the years. As you look over the regional divisions, you 
may think, “Why is this state here or that state there?” My best answer 
to this is that this is where our founders placed them. Some of these new 
members to the western region are a bit far, far East, but they do have 
a lot in common. Most of you are aware that both New England and 
ASMA West have websites for their members created by Charles Rice 
and Dan Frey respectively. The members of Region 4 joining these 
regions will now have representation on the web. The western web 
is divided into several districts with an Executive Committee member 
representing each. David Weiss will be assigned the new Mid-West 
section. ASMA is well aware of the benefits to members that the web 
provides. Mike Killelea has taken over the ASMA web supervision 
recently since our expanded presence there became an overwhelming 
addition to Len Mizerek’s other ASMA duties.

The combination of Region 4 with Regions 1 and Region 5 is still 
a work in progress so please forgive any growing pains. Members, 
please know that you all are in good hands. (Actually, more than good! 
Wonderful hands!) Adapting to the Regional change, we have renamed 

the Regions more for clarity than anything else. Region 1 will become 
ASMA North, New England/ Great Lakes. Region 2 is ASMA East, 
Mid-Atlantic/Coastal. Region 3 is ASMA South, Southeast/Southwest 
and Region 5 is ASMA West, West Coast/Mid-West.

Talking about David’s preference towards painting the Chesapeake, 
reminds me of a local phenomena here on the Chesapeake. If one were 
to cross the Chesapeake Bay Bridge today, one would see an unusually 
large number of freight carrying ships at anchorage. This is a visual ex-
ample of the world wide recession we are experiencing. Commerce has 
been interrupted. The exchange of commodities is not what it was.  Pro-
ducing, buying and selling are showing the strain of uncertain markets. 
The giant car carrying ships anchored offshore cannot offload their car-
goes because there is no room for them with filled to capacity car lot 
areas on the docks. The docks are full because the car dealers’ lots are 
full due to the slow down in sales. It is the same across the board of the 
trading industry.

I attended a Kings Point, USMMA, dinner a few weeks ago and 
learned of an industry that is flourishing. Shipbuilding! Our guest 
speaker was Kings Pointer, Captain Victor Goldberg, who is Vice Pres-
ident, Operations, Crowley Petroleum Services. In my layman’s way, 
let me tell you about some American ingenuity that Captain Goldberg 
shared with us. Crowley Petroleum Services operates in the petroleum 
industry in the Coastal, “Brown Water”, trade. It is not the deep sea 
long haul across the oceans trade where they carry fairly large crews to 
work the shifts as well as keep up with constant repair. These Coastal 
carriers usually have three or four day trips. Crowley was encountering 
some of the modern coastal trade problems, namely the unbelievably 
high cost of building new tankers to maintain an effective fleet, the 
increasingly deeper draft required by these huge boats and a short sup-
ply of personnel. Tom Crowley, Jr., Chairman, President and CEO of 
Crowley Maritime Corporation decided to tackle these problems in an 
innovative way that has changed his industry and garnered him ship 
building contracts for years to come. 

Crowley decided to build a truly new concept for the Coastal tanker 
trade by designing a tugboat/barge ship combination that solved all of 
these problems. Basically, the petroleum barge is designed with what 
looks like a cut out section in which a specially designed tug (All of 
these on an immense scale to hold more than 185,000 capacity) fits 
perfectly and is held in place by hydraulic pins which lock into the 
barge at whatever depth is required. Thus, there is no need to invest 
multi-millions in a mega size ship. The tugs and barges can be serviced 
separately while in dock to eliminate the double crews. Crewmen are 
happier to work on the short trip basis while repair crew is not neces-
sary while at sea.

At this same dinner, Billy and I shared a table with four Kings Point 
Midshipmen who had just returned from sea duty. Kings Pointer’s 
spend a year at sea on merchant vessels in six months intervals as a 
graduation requirement. One of these charming young men spent 
months cruising in the Gulf of Aden, the location of modern day piracy. 
He told us about seeing so many of the world’s Navies gathered in the 
same place (quite vast actually) to patrol against piracy. His merchant 
ship used a high frequency blast of noise to protect the ship from the 
pirates who approached in high speed speedboats with automatic weap-
ons and grenade launchers before attempting to board. Merchant ves-
sels going into this area are learning all sorts of methods of resistance 
from learning how to strategically maneuver their boats to the use of 
high pressure water hoses. You may recall that I mentioned the hijacked 
Saudi supertanker in my last column. There is an end to that story. The 
Saudis paid their $3 million ransom. The pirates speed off with their 
loot.  Unfortunately (?) because the small boat was traveling at an ex-
cessive speed, it capsized. Five pirates drowned and all of the ransom 

Christine’s Logbook - Continued from Page 5

Continued on Page 21
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April 1, 2009

TO WHOM IT MAY CONCERN             

Despite the state of the economy and misdeeds of those in the financial sector who put the world into the present 
mess, ASMA is starting the year off in a fairly “healthy” financial status. 

Thanks to the support of those members who have already paid their dues, and in several instances have made 
most generous and welcome contributions, we should be able to continue printing the cover of the ASMA News 
& Journal in full-color, and undertake other projects of direct benefit to members that have had to be kept on the 
back-burner.

Our records indicate, however, that some of you haven’t paid your dues for 2009, which are now late, having 
been due January 31st, per President Ian Marshall’s Membership Dues notice, mailed out in early December, 
2008. Since you are reading this only in April, the deadline has been extended to the end of May, 2009. As a 
friendly reminder, if dues are not paid within the current year that they are due, members could face losing 
membership in ASMA. For Artist Members, this could also mean re-application if the dues lapse and you wish 
to re-join. Hopefully the economy will begin to pick-up in the meantime.

If you recently sent your dues check, and it hasn’t reached us as yet, we thank you in advance. If not, please 
take a moment to send a check today to ASMA at the address below.

Many thanks.
Sincerely,

Peter Maytham
Treasurer and Acting Managing Director

            
 

  

An Open Letter to Our members
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artists who have been featured here few, if 
any, can boast of the extensive media cov-
erage that Jacob Collins has received. Even 
in reduced font the list is long – and ranges 
from cover stories and articles in leading art 
journals to exhibition catalog commentaries 
by respected art critics to significant cover-
age in, of all places, the Wall Street Jour-
nal. (See the endnote.)A 

There are two reasons for this media 
attention: First, Collins is simply an excep-
tional artist, one who goes from genre to 
genre with apparent great ease and accom-
plishment. But the second reason is that he 
makes things – big things – happen. As you 
can see in the sizeable bibliography in the 
endnote, further written recognition of his 
impressive artistic credentials would be like 
“bringing coals to New Castle.” So here we 
will only summarize his achievements as an 
artist. (Some of the articles in the bibliogra-
phy about Collins, the artist, can be found 
on line and for your convenience I have 
listed a few below).1

Rather, let us focus on the second rea-
son – how he makes things happen. It is not 
only a fascinating story of how Collins found 
his own answers to large questions but how 
he then set about to share them – and share 
them most effectively – with a changing 
Twenty-first Century art community. He has 
put himself in the vanguard of a movement 
that he is in no small way responsible for 
creating and, since this movement parallels 
many of the goals and educational missions 
of our own Society, his story should be all 
the more interesting for our readers.

Collins believes the Twentieth Century 
“attenuated but did not sever” our ties to 
the rich heritage of Classical Tradition that 
evolved over the centuries before. His has 

been a “voice crying in the wilder-
ness” to cherish and strengthen 
these ties and an ever-growing 
audience is hearing his excep-
tionally articulate voice. As we 
shall see, he found what he want-
ed in his art and he is not dis-
tracted by the considerable noise 
from those who think it more im-
portant to figure out how his art 

(Classical Realism or Classical Tradition) 
does or does not fit into the many varieties 
of modern art of the Twentieth Century.

Jacob Collins mastered figure, por-
traiture, still life and interior genres. As he 
moved out of the studio into the outdoors 
world of land and seascapes, he heard the 
sound of similar voices from ASMA artists 
who also sang the praises of the Classical 
Tradition as they knew it in the rich heritage 
of marine art dating back to the Dutch in the 
Sixteenth Century. So he came aboard and 
joined our chorus last year. More narrowly 
and specifically - to quote him in his simple, 
direct, matter-of-fact way, “I wanted to un-
derstand water, its interaction with light and 
space in order to paint it, so what better way 
than to join a Society of artists who special-
ize in this?”

The Artist – a Brief Note on 
Extensive Acheivements

Although only in his mid-career, Jacob 
Collins has firmly established himself as a 
leading artist in the revival of the Classical 
Tradition. Three prestigious galleries rep-
resent him: Adelson Galleries in New York 
City, the John Pence Gallery in San Fran-
cisco, CA and Meredith Long & Co. in Hous-
ton, TX. 

As noted above, he is proficient in all 
forms of drawing and painting in studio 
genre as well as plein air and land and sea-
scape painting. He has done commissioned 
portraits of J. Paul Getty, Jr, President H. W. 
Bush, and the Supreme Court Chief Justice 
Warren Burger and his work appears in the 
following public collections, inter alia:

• Yale University, New Haven CT
•  Fogg Art Museum, Harvard University Art 

Museums, Cambridge, MA
•  The Wharton School, University of 

Pennsylvania, Philadelphia, PA
•  Mead Art Museum, Amherst College, 

Amherst, MA
• U.S. Trust Co., New York, NY
• Union League Club, New York, NY
• Steinway Hall, New York, NY
• The Forbes Collection, New York, NY

One can track Collins’ rise as an artist 
by looking at his solo and group exhibitions. 
He has averaged more than one solo exhi-
bition per year (primarily at the three galler-
ies cited above) for nearly twenty years. But 
the following list of selected group exhibi-
tions in which he has participated over the 
last several years is also informative of his 
versatility and the scope of his art:

•  2008      Observations in Nature, A Classical 
Approach to Landscape Painting: 
Jacob Collins, Donald Demers. William 
R. Davis, Nicholas Hiltner, Joseph 
McGurl and Travis Schlaht, Tree’s Place 

NOTES FROM

by Charles Raskob Robinson
Brush Hill Studios, Washington, CT

Readers of 
this column know 
that it is designed 
to introduce 
members of the 
Society to each 
other, to discuss 
their professional 
and personal ex-

periences as artists, to analyze their tech-
niques and approaches to their art, etc. 
Since the Smithsonian Institution takes 
these articles and uses them as the basis 
to create Vertical Files for each of the artists 
interviewed (a total of about seventy at this 
point) and makes the information available 
to the public and since the Library of Con-
gress and now the Thomas J. Watson Re-
search Library at the Metropolitan Museum 
of Art in New York City collect the ASMA 
News and Journal, our potential audi-
ence has grown substantially. But however 
large our audience grows, hopefully these 
articles benefit readers and enhance their 
appreciation of the rich heritage of marine 
art in the United States and how Society 
members have significantly and substan-
tially contributed to it in recent generations. 

In the last issue we met Artist Member 
Neal Hughes and Artist Member Lisa Egeli. 
In this issue we turn to Jacob Collins, an 
accomplished and widely respected artist, 
and a leading advocate in the art world for 
reconnecting with the Classical Tradition 
that dominated Western art prior to the 
Twentieth Century. As part of our effort to 
document the lives of deceased Fellows 
who played an important role in the devel-
opment of our Society, we then turn to Rob-
ert Oliver Skemp in whose honor the Sat-
urday night dinner of our Annual General 
Meeting weekend is named.

JACOB COLLINS, 
REGULAR MEMBER,  
NEW YORK CITY, NY
Web Site: 
www.jacobcollinspaintings.com

This column will celebrate 
its fifteenth anniversary next 
year – nearly half as old as the 
Society itself – and of the many 
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(Footnotes)
1* Gregory Peterson, “Jacob Collins’ Recent Paintings, Art Critical, 
2004: http://artcritical.com/peterson/GPCollins.htm
   *Roger Kimball, “Seeds of Renewal,” The National Review, 2007.
http://findarticles.com/p/articles/mi_m1282/is_16_59/ai_n19492913/
pg_1?tag+artBpdy.col1
    *James Panero, “The Jacob Collins Interview,” The New Criterion, 
2006 http://www.newcriterion.com/posts.cfm/jacob-collins-
interview-4308
2“Few executives have had as much impact on the banking industry,” 
the New York Times reported in its December 28th, 1996 obituary of 
Morris Schapiro. “Among the biggest transactions were the merger of the 
Chase Bank and the Bank of Manhattan in 1955 (becoming the Chase 
Manhattan, a predecessor of the current J. P. Morgan Chase) and the 
merger of Chemical Bank and New York Trust in 1959. (Some years later, 
the latter took over the former but kept the former’s name.) Intellectual 
firepower was evident at a young age: He entered Columbia University 
at 16 on a Pulitzer Scholarship and led the University’s Chess Team to 
four National Championships. Later he received advance degrees in 
engineering from Colombia and still later became one of the University’s 
leading benefactors.
3 John Russell, “Meyer Schapiro, 91, Is Dead; His Work Wove Art and 
Life,” New York Times, March 4, 1996. Continued on Page 10

Gallery, Orleans, MA
 •  Rarity Summer Salon Show, Rarity 

Gallery, Myconos, Greece
 •  Drawings Exhibition, John Pence 

Gallery, San Francisco, CA
 •  The Water Street Atelier: 2002-2007, 

Meredith Long & Co., Houston, TX
•  2007   About Face: Portraiture Now, Long  

 Beach Museum of Art, Long Beach, CA
•  2006    Slow Painting: A Deliberate 

Renaissance, Oglethorpe University 
Museum of Art, Atlanta, GA

 •  The Water Street Atelier, John Pence 
Gallery, San Francisco, CA

•  2004    Realism Now: Traditions and 
Departures, Mentors and Protégés, 
Vose Galleries, Boston, MA

•  2003    Views of Balleroy: The Water Street 
Atelier, The Forbes Galleries, New York, 
NY

•  2003    Exposed: The Nude, John Pence 
Gallery, San Francisco, CA

•  2002    Still-Lifes, John Pence Gallery, San 
Francisco, CA

•  2001     Water Street Atelier, Meredith Long & 
Company, Houston, TX

 •  New York Realists Now, Galerie Albert 
Benamou, Paris, France

 •  On Location Coast to Coast: Small 
Works by Nine Americans, Tree’s Place 
Gallery, Orleans, MA

  •  Winter Salon, Derriere Guard, New 
York, NY

  •  The Figure, Tree’s Place Gallery, 
Orleans, MA 

•  2000    Scapes: Air, City, Land, Sea, John 
Pence Gallery, San Francisco, CA

 •  Still Lifes, Florals, and Trompe l’Oeil, 
John Pence Gallery, San Francisco, CA  

 •  The New Masters, Grenning Gallery, 
Sag Harbor, NY 

 •  American Arcadia, Hirschl & Adler 
Galleries, New York, NY

 •  Artists of America, Colorado History 
Museum, Denver, CO

 •  New York Classicism Now, Hirschl & 
Adler Galleries, New York, NY

 •  Sketches of Spain: The Water Street 
Atelier, Grenning Gallery, Sag Harbor, 
NY

•  1999    Drawings, John Pence Gallery, San 
Francisco, CA, 

 •  New Realism for a New Millennium, 
Memorial Art Gallery, Rochester, NY 

 •  Trompe l’Oeil; Art and Illusion, John 
Pence Gallery, San Francisco, CA

 •  The Paint Group, Hirschl & Adler 
Galleries, New York, NY 

 •  The Water Street Atelier, Meredith Long 
& Company, Houston, TX

 •  1997 Landscapes, John Pence Gallery, 
San Francisco, CA 

  •  Still Lifes and Florals, John Pence 
Gallery, San Francisco, CA

 •  The Artist’s World, Tree’s Place Gallery, 
Orleans, MA

•  1996     Figures and Interiors, John Pence 
Gallery, San Francisco, CA

 •  Still Lifes and Florals, John Pence 
Gallery, San Francisco, CA

 •  1995 Tradition: American Realism, Past 
and Present, John Pence Gallery, San 
Francisco, CA

 •  Yanks Paint Brits, Hirschl & Adler 
Galleries, New York, NY

 •  Re-presenting Representation, Arnot 
Art Museum, Elmira, NY

•  1993     New Artists, John Pence Gallery, San 
Francisco, CA

 •  Landscape, Small Works, Meredith 
Long & Company, Houston, TX

 •  Small Works, J.N. Bartfield Gallery, 
New York, NY

 •  169th Annual Exhibition, National 
Academy of Design, New York, NY

•  1992     Gallery Selections, Salander-O’Reilly 
Galleries, Beverly Hills, CA

 •  Eight Alumni, New York Academy of Art, 
New York, NY

The Longer Story: The Artist’s 
Search, His Answers and the 
Potential Consequences for 21st 
Century Art

In the years since he was born in New 
York City on August 11, 1964, Jacob Col-
lins has demonstrated that he is very much 
a product of his established, cultured, well 
educated and accomplished New York City 
family. “It is not that my experience was 
better than others,” Jacob recalls, “but it 
happened that I grew up in a very cultured 
world – one where my grand parents and 
great uncle cast a spell over the family.” 
His maternal grandfather, Morris Schapiro, 
a trained engineer, became an institutional 
entrepreneur and matchmaker, merging 
some of the largest banks in New York and 
introducing new business techniques in 
the banking industry.0   And he did well as 
a matchmaker for himself, marrying an ac-
complished professional painter, Alma Bin-
ion Cahn who studied at the Art Students’ 
League while she was still in high school 
and after graduation for two more years. 
At twenty, she went to Paris to study at the 
Académie de la Grande Chaumiére and the 
Académie Julien and, after raising a family, 
continued her career painting cityscapes 
of New York (where she also exhibited in 
galleries), landscapes of the Hudson River 

Valley (where she had a studio in Piermont, 
NY) and marine subjects at Rockport, MA. 
During her long life she had ample opportu-
nity to leave her mark on her grandson Ja-
cob, especially the importance she placed 
on draftsmanship, keen observation, fine 
rendering of people and subjects in nature.  
And through family philanthropy, her influ-
ence continues through prizes and scholar-
ships awarded to young artists interested in 
this field.

Another important influence on Jacob 
was his grand uncle, Meyer Schapiro, his 
grandfather’s younger brother. When this 
renowned art historian died at 91, the New 
York Times ran a lengthy obituary in which 
they described Dr. Meyer, the University 
Professor Emeritus at Columbia University, 
as a “multidisciplinary critic and historian, 
galvanic teacher, lifelong radical and for 
more than fifty years a pre-eminent figure in 
the intellectual life of New York.” And, pre-
scient in many ways of what Jacob would 
undertake, the paper stated: “It was the very 
essence of Meyer Schapiro that he never 
conceived of any aspect of art, of belief or 
of language in isolation. He regarded all 
forms, schools and systems of knowledge 
as interrelated and interdependent. He ad-
dressed himself not to the insider, but to the 
generality of intelligent human beings.” 

Meyer Schapiro was the only child in 
an evening art class that was taught by the 
painter and leading figure of the Ashcan 
school in New York, John French Sloan 
(1871 – 1951); at nineteen he received his 
bachelor’s degree with honors in History 
and Philosophy from Columbia University 
and thereafter also his PhD. In 1928 he 
began his teaching career in art history 
at Columbia while also giving lectures at 
New York University and the New School 
for Social Research; those at the latter co-
incided with the development of the New 
York school of painting and won him inter-
national acclaim. Given his catholic and 
comprehensive view of art and culture, he 
was instrumental in introducing European 
modernists to the United States and giv-
ing them intellectual and historical valid-
ity. A gesture on the occasion of his 70th 
birthday by artists of the New York school 
demonstrates the reverence and esteem 
they held for Dr. Schapiro: Twelve leading 
artists made original lithographs, etchings 
and silk-screens that were sold in editions 
of 100 and gave the proceeds to endow a 
chair in his name at Columbia. Alphabetical-
ly, the dozen were: Jasper Johns, Ellsworth 
Kelly, Alexander Liberman, Stanley William 
Hayter, Roy Lichtenstein, Andre Masson, 
Robert Motherwell, Claes Oldenburg, Rob-
ert Rauschenberg, Frank Stella, Andy War-
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Notes From Brush Hill - Continued from Page 9 Art Students’ League and painted and drew 
while serving in an Army tank battalion dur-
ing WWII in North Africa and Europe. “He 
was a fine draftsman – when drawing was 
still being taught – and had an encyclope-
dic knowledge of art history. I had life draw-
ing all the way through high school and 

Kurzen’s fundamentals are still the basics 
of what I now teach.”

As a boy of twelve or thirteen Jacob 
remembers well Operation Sail, the Bicen-
tennial parade of “tall ships” in New York 
Harbor.4 As we sat in his studio for this in-
terview, Jacob recalled, “As a boy, I loved to 
draw old ships and seeing this fleet of sail-
ing ships certainly got my attention. I used 
to make ship models and my parents en-
couraged my interest by buying me books 
with paintings and photos of square-riggers. 
Over time my interest in ships faded but it 
did not vanish.” As if to prove the point, Ja-
cob reached over to a shelf and pulled off 
one of many nautical books, The Great Age 
of Sail, by Joseph Jobe that was published 
nine years before Op Sail.5

The first line of Jacob’s bio reads: “Mu-
seum copying.” This is how he began his 
personal search for what he was seeking in 
art. He was seventeen or eighteen when he 
started copying at the Metropolitan Museum 
of Art and he continued this practice over 
much of the next decade expanding his pur-
view to include the Louvre, the Prado and 
the Uffizi. Already he found classical works 
from the 15th through the 19th Centuries of 
greater interest than those of the modern-
ists of the 20th Century, the influence of his 
great uncle notwithstanding. In the early 
’Eighties he began at Columbia University 
but after his freshman year he knew he 
wanted to be an artist. After his sophomore 
year, took a year off to attend the New York 
Studio School in Manhattan. 

The School’s mission statement in 
1983 when Jacob began his studies was 
probably little different than that held by the 
current Dean Graham Nickson: “A place 
where Drawing, Painting, Sculpture and 
Art History are studied in depth. There are 
no commercial applications of art, no frag-
mentary liberal arts . . . and no distractions 
other than these four major preoccupations. 
It is a school based on the maxim: ‘Ambi-
tion for the work, not ambition for the ca-
reer.’”6 It sounded perfect and, dealing with 
the basics while being tied into the modern-
ist tradition – the School was located in a 
National Historic Landmark, the site of the 
original Whitney Museum of American Art, 
in Greenwich Village close to galleries fea-
turing modern art – it meshed nicely with the 
modernist culture of art that permeated the 
Schapiro/Collins family. 

“I did a lot of drawing at the Studio 
School but my natural instincts did not re-
spond to the place. The environment did 
not encourage drawing like you found in 
Frederick Edwin Church (1842 – 1924) and 
other 19th Century artists.  I should have 
gone to the Art Students’ League or the 
National Academy of Design – both then 
bastions of traditional realism – but these 
were not viewed as serious or viable alter-
natives. Wrong! But, as it turned out, what 
could have been quite a negative experi-
ence for me at the Studio School – forcing 
me to either quit art or stay and express my 
art-making drive negatively – actually was 
revelatory for I came away from there with a 
sense of my own drive. I knew then where 
I wanted to go and that I would get there 
even if that meant doing it on my own. This 
was, I can appreciate retrospectively, a real 
gift. I became unflappable. I understood I 
would have to be resolved and not pulled off 
course. And I believed what I wanted was a 
good thing to want.”

So Jacob returned to Columbia. Since 
there was no major that embodied what 
he was interested in - the Classical Tradi-
tional/Classical Realist movement in art, he 
settled on history as a major. After gradua-
tion in 1986, he tried again to get the train-
ing in the Classical Tradition and enrolled 
in the New York Academy of Art. Just four 
years before, in 1982, some scholars and 
patrons of the arts, including Andy Warhol, 
who were interested in fostering the resur-
gence of figurative and representational art, 
founded the Academy. The two-year, four-
semester MFA degree the Academy offers 
in representational painting, drawing and 
sculpture focuses on the human figure and 
uses that tradition as the basis for the devel-
opment of contemporary art.  

“Ted Seth Jacobs (b.1927), Michael 
Aviano (b.1927) and the sculptor Martine 

hol and Saul Steinberg.3  In 1975 Columbia 
awarded him the Alexander Hamilton Medal 
for distinguished service and accomplish-
ment and the following year he was elected 
a member of the National Institute of Arts 
and Letters. Dr. Schapiro was at the peak 

of career when Jacob was a young student 
who already had expressed interest in art. 
As a practical matter, he could not escape 
the influence of his renowned great uncle.

But these intellectual and academic 
influences – not to mention the ties to Co-
lumbia University - were furthered by the 
fact that both of Jacob’s parents, Arthur and 
Linda Collins, are graduates from Columbia 
University (Linda from the coed Barnard 
College at Columbia). Moreover, Arthur 
Collins is a Professor of Philosophy and 
Chair of the Graduate Department at City 
University. And, keeping a good thing go-
ing, Jacob also went to Columbia where he 
met his future wife, a striking 18-year old 
philosophy major at Barnard College (Co-
lumbia), Ann Brashares, who was attending 
a lecture given by Jacob’s father. 

This is the environment in which Jacob 
Collins came of age and set out to find his 
world of art – a world, as it turns out, that 
was different than that of the modernists 
who surrounded his great uncle. Then, hav-
ing determined what he wanted in art, he 
went about to get it. And in that latter pro-
cess, he started to make big things happen 
for him and many others.

Jacob’s Search for His 
Own Art Form

Jacob attended K-through-12 at the 
private and prestigious Dalton School in 
Manhattan. There he studied under and 
was very influenced by Aaron Kurzen, who 
came from the mid-West, schooled at the 

Great South Bay from Fire Island - 2004 - Oil on Canvas - 24 x 38
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(Footnotes)  
4 Among the prime movers of “Op Sail” were men who 
founded the American Society of Marine Artists two years 
later. See the history of the first twenty-five years of ASMA 
that appeared in this column in the October 2003 issue.
5 Joseph Jobe, Editor; B.W. Bathe; G.B. Rubin De Cervin; 
E. Taillemite; Michael Kelly (trans) Lausanne (Author), 
The Great Age of Sail, International Book Society Time/
Life, 1967.
6 From the current web site of the New York Studio School 
of Drawing, Painting and Sculpture.
7 Ted Seth Jacobs, Light for the Artist, Watson-Guptill 
Publishers, 1988, 144 pages, ISBN-10: 0823027686 and 
ISBN-13: 978-0823027682.
8 Ted Seth Jacobs, Drawing with an Open Mind, Reflections 
from a Drawing Teacher, Watson-Guptill Publications, 
1991, 136 pages, ISBN-10: 0823014657 and ISBN-13: 
978-0823014651 
9 Martine Vaugel twice won the prestigious International 
Rodin Grand Prize Monumental Figure Competitions, 
has monumental sculptures around the world, including 
a striking one of Mahatma Gandhi that has been placed 
on his ashes and a smaller version of which is used as an 
International Peace Prize.
10 Dumond trained at the Academie Julian in Paris from 
1889 to 1891 under Jules Joseph Lefebvre (1836 – 1911), 

Jean Joseph Benjamin Constant (1845 – 1902) and 
Gustave Boulanger (1824 – 1888). Upon returning to 
New York he became an instructor at the Art Students 
League from 1892 until his death in 1951.
11 SoHo is the area of lower Manhattan reclaimed by artists 
SOuth of HOuston Street that was one of the earlier 
acronym name locations in New York.
12 As the very success of the SoHo real estate pioneering 
forced artists out of Manhattan, those who moved to 
Brooklyn sought to both raise a new acronym banner to 
attract other artists and to dampen real estate enthusiasm 
for the new area by using a distinctive, if unflattering, 
name: Dumbo. True to the nature of artists, there is no 
agreement on exactly what it means but, like SoHo, it 
defines an area. It is the section of Brooklyn between the 
Manhattan and Brooklyn bridges that connect Brooklyn 
with Manhattan:  Down (or the District) Under the 
Manhattan and Brooklyn Overpasses or Down Under the 
Manhattan Bridge Overpasses.
13 Ann Brashares completed her BA at Barnard (part of 
Columbia University) with a major in Philosophy. After 
graduation she took a year off to work as an editor to 
earn money to pursue graduate studies in the field but got 
hooked on her new world. She continued to work as an 
editor for a number of years until she wrote her first book, 
The Sisterhood of the Traveling Pants, a coming-of-age 

novel that became a best seller and was followed by a series 
of successful sequels. They have been published around 
the world in a number of languages and are under movie 
contracts. She has since written novels for adults. She and 
Jacob have three children, Sam, Nate and Susannah.
14 Akin to Jacob Collins’ own experience, in 1928 the 
sculptor Dorothea Denslow (1900 – 1971) welcomed 
students to her studio in Brooklyn to learn about 
sculpture. The same sort of lively, talented artists that 
Collins attracted flocked to Denslow and two years later 
they acquired a carriage house on West 8th Street and 
a new name, the “Clay Club.”  Offering exhibitions, 
classes and even traveling exhibitions, the group grew in 
size and stature, interrupted only by WWII when most 
went into the services. In 1950 they changed their name 
to the Sculpture Center and acquired and renovated the 
carriage house that Collins later bought in 2001 when the 
Sculpture Center moved to larger facilities – a trolley repair 
shop in Long Island City across the East River in Queens. 
15 They hired Fairfax and Sammons, a firm known for its 
classical architecture. Photographs of the interior of the 
beautifully renovated interior were featured the January 4, 
2007 New York Times article by Fred A. Bernstein entitled, 
“At Home with Ann Brashares and Jacob Collins; Art 
Above and Below, With Life in the Middle.” 

Continued on Page 12

Academy aside, what was probably most 
important were their connections with the 
Classical Tradition. Both Jacobs and Aviano 
schooled at the Art Students’ League under 
men such as Frank Vincent Dumond (1865-
1951) who had studied in Europe with im-
portant artists of the French Academic Tra-
dition.10 And the figurative tradition is key to 
Martine Vaugel’s “Sculpture Method” which 
is her way of seeing the geometric relation-
ships between fundamental points of the 
body and head to create grid-like models.

“The New York Academy is now more 
avant garde and has moved to the heart of 
TriBeCa in lower Manhattan,” Jacob com-
ments, “but when I attended it was trying to 

teach Academic art. Even so, still the con-
temporary wisdom was that the Classical 
Tradition had disappeared – it was gone. 
So if I wanted to learn it, I would have to 
take what my teachers had to offer and do 
it on my own. But I found over the next few 
years that there were folks out there who 
were still connected with the Classical Tra-
dition. I started to bump into more and more 
of them. I realized I was not alone!”

How Jacob Shared His Findings 
and Learned More

“When I was in my late twenties in the 
late ’Eighties and early ’Nineties, I had a 
studio place on Howard Street in SoHo.11 
It was more of a gathering place for artists 
who shared a common interest in the Clas-
sical Tradition than a studio for teaching. 
But by 1994 when I was thirty I was more 
in the middle of the age group of these art-
ists so when I moved to Polhemus Place in 
Brooklyn I used part of my residence as an 
atelier and I began to teach. Actually, the 
artists I attracted were so very talented we 
all learned from and were spurred on my 
each other. Within three years I was turn-
ing away interested artists because I just 

could not accommodate 
them. So I took a loft 
building on Water Street 
in the Dumbo section of 
Brooklyn12 and estab-
lished the Water Street 
Atelier where I had thirty 
or more students. It was 
during these years in 
Brooklyn that I devel-
oped my methodology 
and pedagogy and I be-
came a better teacher. 
This continued and was 
further refined when I 

moved my residence and 
the Water Street Atelier 

back to Manhattan. By this time I was mar-
ried and had children so we were looking 
for a building that could provide both a resi-
dence as well as studios for the Atelier and 
a separate room for my wife who had be-
come a successful writer.13 In the East 60s 
we found a carriage house that had, in fact, 
been used as a school and gallery for the 
Sculpture Center.14 In an effort to respect 

Vaugel (b. est. 1955) were important teach-
ers and influences for me there.” Each of 
these not only offered Jacob much in art 
technique but also example in contribut-
ing to the art world by building institutions 
and organizations. Ted Seth Jacobs, for in-
stance, not only is a renowned draftsman, 
painter, (over 60 one-man exhibitions in 
America and Europe) and author (Light for 
the Artist, Drawing with an Open Mind,8 
A Dictionary of Human Form) but art 
teacher (Art Students’ League; a member 
of the founding faculties of the New York 
Academy of Art and the Fashion Institute 
of Technology in New York; lecturer at the 
Studio Incamminati in Philadelphia) and 
founder of the school Ecole Albert Defois 
Vihiers in France. Mi-
chael Aviano, a contem-
porary of Ted Seth Ja-
cobs, also taught at the 
Art Students’ League as 
well as at the New York 
Academy and also es-
tablished his own school, 
the Aviano Academy of 
Fine Arts. Although he 
spent much of his pro-
fessional career as a 
portrait painter, in the 
’Nineties he focused on 
figure paintings and has 
earned a reputation as one 
of the pre-eminent artists in 
this field today. The similarity 
of his strong figure works with those of his 
former student, Collins, is quite remarkable. 
A generation younger and an internationally 
recognized sculptor, Martine Vaugel also 
has an outstanding reputation as a teacher, 
having founded and directed five studio 
schools in the United States.9 

All of the impressive achievements of 
the teachers Jacob had at the New York 

Gull Bar with White Pines, Morning - 2008 - Oil on Canvas - 12 x 28
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Notes From Brush Hill - Continued from Page 11 

(Footnotes)  
16 The ICA is located at 20 West 44th, just west of Grand Central 
Terminal, in the classical1880’s General Society of Mechanics and 
Tradesmen building. 
17 Fate and timing do shape history as seen in the success of Cole 
and Durand. The former began painting in the Hudson Valley 

soon after the world began to discover it when the revolutionary 
new waterway opened mid-America to the East, the Erie Canal  
- whose eastern terminus was on the Hudson River. Durand, 
one of the finest engravers of his time (he did the Declaration of 
Independence for John Trumbull in 1823), organized the New 
York Drawing Association in 1825 that became the National 

Academy of Design the next year and influenced American art 
for generations. When an important source of income for him, 
banknote engraving, dried up following the financial Panic of 
1837, he turned his attention to painting while maintaining his 
role as teacher and mentor with the “letters” and through his role 
as President of the National Academy of Design from 1845 - 1861.

on teaching aspects when it first moved to 
Jacob’s Polhemus Place studio in Brooklyn 
and then to a rented loft on Water Street in 
Brooklyn and finally to the carriage house 
back in Manhattan, tuition, operating ex-
penses and cash flow became matters that 
had to be addressed. Jacob was not in it 
to make money but he believed if what he 
was doing was indeed worthwhile, it should 
at least support itself. And he says it more 
or less did. Another very real and perhaps 
greater concern he had during these ten 
years was to remain an artist, not just an 
art teacher or administrator of an art school. 
Every hour, week or year given to the latter 
meant that much less time that could have 
been devoted to his own career as an artist. 
One of the attractions of the Grand Central 
Art Academy for Jacob was just that: He 
could get back more of his time to paint. 
The Academy is 
run as a school, 
with tuitions, fi-
nancial aid and 
some scholar-
ships provided 
by philanthro-
pies (includ-
ing one named 
for his artist 
grandmother, 
Alma Binion 
Cahn Schap-
iro). Jacob has 
a no-nonsense 
attitude about 
the bottom line: 
If the Academy 
is launched successfully and put on solid 
footing as a school and operating entity, it 
should be financially viable – it should be 
worth its tuition. If not, so be it. 

Even while Jacob was engaged in 
teaching, organizing and administering stu-
dio ateliers and schools, he began to paint 
outdoors. He made painting trips alone or 
with others; some were two or three days 
here while others were a week or more 
there. And some were overseas. But while 
he was running these parallel lives – paint-
ing in the studio and direct painting out-
doors, he began to realize that he needed 
to “re-form” his approach to plein air paint-
ing for, although delightful and well received 
by the public, he saw that he was painting 
landscapes more in the Impressionist mode 
than in the Classical Tradition. So four years 
ago he set about to correct the situation and 
began to apply the methodology he had ad-

opted in the studio to the outdoors. “While 
the Impressionists sought to capture on a 
plane the impressions of what they saw, the 
Classical Traditionalists were more inter-
ested in rendering on a plane a fundamental 
understanding of what they saw. This is the 
basis of our studio methodology so I started 
to apply it in the field.”

 “Long attracted to the Hudson River 
School painters, I read the “Letters on Land-
scape Painting” written by Asher Brown Du-
rand (1796 – 1886) that appeared in the in-
fluential The Crayon in the mid-Nineteenth 
Century. He was a student of Thomas Cole 
(1801 – 1848), the founder of the School, 
and became its de facto leader upon Cole’s 
untimely death.17 All of this, coupled with 
the convenient proximity of the upper Hud-
son River Valley to New York City led to the 
creation of the Hudson River Fellowship. 

I wanted a school that had different levels 
– that offered summer painting but also a 
permanent colony in fellowship. It would be 
based on first hand knowledge of the pieces 
that make up the landscape and one could 
take as long as necessary to master a tree 
or rock outcropping. Much like the old Hud-
son River School painters found, one expe-
riences a mystical dimension of nature after 
spending hundreds of hours sketching and 
drawing it.” 

The Fellowship is a partnership with the 
Catskill Mountain Foundation’s Sugar Ma-
ples Center for Arts and Education founded 
ten years ago to make the area where Cole 
painted an internationally recognized arts 
destination. The Fellowship’s mission could 
not be more clearly stated:

“It aspires to build   new movement of 
American art, modeling itself after the artis-
tic, social and spiritual values of the Hudson 

basic architecture of the structure, we hired 
a Manhattan architectural firm to redesign 
the interior to provide studio space on the 
high-ceilinged ground floor with residential 
floors above and the top floor for an office 
for my wife.”15

The Water Street Atelier operated at 
its new Manhattan address for another 
half dozen years but then was merged into 
a new art academy that Jacob created in 
Mid-town Manhattan, the Grand Central 
Art Academy. “In 2006 I was invited to join 
the Institute of Classical Architecture (ICA) 
which had merged with the Institute Classi-
cal America that sought to further the clas-
sical tradition in applied arts, sculpture and 
art.” Jacob explained that the merger of in-
stitutions dealing with architecture and art 
was really no more than going back to the 
relationship that existed between the two 
art forms at the time of the Greeks when 
they were one and the same. “So, for me, 
I believed I shared a common interest with 
the Institute and joined. No sooner than I 
had, I realized that the ICA, with its exist-
ing infrastructure and studio space in a 
landmark building conveniently located in 
mid-town was the perfect place to establish 
a new art school.16 And this we did later in 
2006. I continued the Water Street Atelier 
while serving as Director of the Academy 
for a while but in 2008 consolidated the for-
mer into the latter. The Academy has about 
forty core full time students in its four-year 
program with roughly another hundred in 
night classes that seek to offer part time 
students some exposure to the Classical 
Tradition. The curriculum is the basics: cast 
drawing, grey scales, drawing and painting. 
For some this might appear to be boring 
but if you want the Classical Tradition, you 
need to find the narrow methodology that 
has a clear progression from the beginning 
to the end. But just because this training is 
a simple clear progression does not mean 
that it is easy!” 

As Jacob’s schools have become well 
defined in methodology and professional 
administration, he has developed the fi-
nancial underpinning to support them. In 
the beginning, when the artists used to just 
gather in his Howard Street studio in SoHo, 
there was no financial aspect to speak of. 
To the extent needed, the artists lent a hand 
here or there, brought refreshments, etc. It 
was, after all, just a gathering place for art-
ists with a common interest. But as it took 

Eastholm Rocks - 2007 - Graphite on paper - 10 x 13.5
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was quite natural for him to reflect as we 
sat in his studio that perceptions change 
with each passing decade and that change 
comes faster than one might expect. “I often 
think about how the art world appeared to 
me when I was, say, eighteen and how I as-
sumed all of what appeared to be very es-
tablished attitudes and philosophies about 
art would continue as the foundation for the 
future. But now I look at the young artists I 
teach and I see how different they perceive 
the art world and its (their) future. I find this 
very encouraging for more and more artists 
are going back to the basics and, over time, 
the institutions and media surrounding art 
may well follow, giving greater opportunity 
for artists who share these values.” 

Indeed, Collins has trained dozens of 
artists over the last ten to fifteen years. They 
include: Juliette Aristides, Michael Grimaldi, 
Kate Lehman, Travis Schlaht, Arantzazu 
Martinez, Dan Thompson, Tony Mastromat-
teo, Sarah Lamb, Edward Minoff, Douglas 
Flynt and Patricia Watwood. And he is en-
couraged by the fact that many of these 
are now teachers themselves. Moreover, 
Jacob points out that there are an increas-
ing number of other ateliers and academies 
elsewhere in the United States – like Linda 
Dulaney’s Bay Area Classical Artist Atelier 
just south of San Francisco, CA – as well as 
others overseas – like Daniel Graves’ The 
Florence Academy of Art and Michael John 
Angel’s Angel Academy of Art, both located 
in Florence, Italy. 

For over thirty years our Society has 
been promoting a better understanding and 
appreciation of the long, rich history of ma-
rine art dating back to the Sixteenth Century 
and a respect for the discipline, knowledge 
and basic understanding of subject matter 
that underlies this art form. We, like Jacob, 
are encouraged by the steady progress we 
have been making in the lives of artists and 
in public perception. His example and dem-
onstrated success in bringing about change 
and his having joined our crew to advance 
the cause are grounds for us all to be thank-
ful.

ROBERT OLIVER SKEMP 
(1910 – 1984), FELLOW, 
WESTPORT, CT

Few in the So-
ciety today ever met 
Bob Skemp while 
many members know 
of him because of the 
Saturday night dinner 
at the Society’s An-
nual General Meeting 
weekend named after 
him. So it is fitting we tell his colorful and 

multi-faceted story on the eve of his birth 
centennial. He schooled with some of the 
more famous American artists of the Twen-
tieth Century, sailed around the world as a 
merchant seaman, and engaged in the full 
spectrum of art - from murals for the Mor-
mon Church to painting pin-ups, from an il-
lustrious career as an illustrator to portrait 
painter of famous Americans of his time. 
Beyond all of this, he was one of one of the 
founding artists of our Society and one of its 
first Fellows. 

My own career as an artist formally be-
gan in the presence of Bob’s work. Many 
years ago when banking was a respected 
profession run by upstanding gentlemen 
(lady officers were few) protocol required 
that even though I knew the Chairman of my 
Wall Street bank well because of the nature 
of my work (buying banks to expand the 
bank’s presence around the world), I wrote 
him a formal but personal letter requesting 
an appointment to meet with him. The same 
protocol also made it clear that the purpose 
of such a formally requested meeting was 
to resign as an officer of the bank. At the 
meeting the Chairman accepted my res-
ignation and then asked what bank I was 
leaving him to join. I told him I had no such 
plans but rather I was about to set out to do 
what had learned while working for him – to 
become a professional artist. The Chairman 
was clearly confused and became more so 
when I explained that years before I had my 
first lessons in art in the bank cafeteria at 
night in a program established by the bank 
to keep secretaries happy. Officers were not 
meant to be happy so no similar programs 
were offered for them but I found that I could 
participate in the lessons – just register and 
show up. For the three years I “studied” in 
the cafeteria with the ladies under a “real 
live artist,” I was the only male and only of-
ficer – but hardly the best artist. (Thereafter 
I studied at the Arts Student League and 
Carnegie Hall Studios for several years at 
night and painted religiously at 5:00 AM ev-
ery morning I was not traveling. Years later, 
when I requested the resignation meeting, 
I had an established presence with some 
serious collectors so I was not sailing into 
unknown waters.) But the Chairman was 
clearly bewildered since it was clear he 
had known nothing about the existence of 
the cafeteria art program. So I comforted 
him by pointing to the beautiful painting 
of a full rigged ship under sail by Robert 
Oliver Skemp he so proudly and promi-
nently hung in his office. I said to him that 
I hoped to use the lessons I learned at the 
bank to do work like that. Since he, too, 
loved Bob’s work, he fully understood and 
wished me well – but said he would “have 

River painters. It will bring together the re-
awakening enthusiasm for the old American 
painters, the vigorous but unfocused scene 
of contemporary landscape painting and 
the urgent need for a renewed reverence 
for the land. By bringing back the skills and 
spirit of the pre-Impressionist landscape 
painters, the program will give much need-
ed direction to a new generation of paint-
ers.”18

Once Jacob was out of the studio, it 
was not a big jump for him to go from the 
land to the sea and, as seen above, he was 
attracted to nautical subjects from child-
hood. His association with Edward Minoff, 
who studied with him at the Water Street 
Atelier after attending the Arts Student 
League and the National Academy of De-
sign and who now teaches in the Hudson 
River School and the Grand Central Acade-
my of Art, led to an interest in the treatment 
of waves – a Minoff hallmark. “I also turned 
to the work of William Trost Richards, N.A. 
(1833-1905) who knew his water and spent 
years investigating it as seen in his many 
marine watercolors. He was interested in 
factual accuracy – not a romanticized ren-
dering.19 I also painted plein air with other 
artists who had mastered the subject – like 
Don Demers, William Davis and Joseph 
McGurl. The latter shared my increasing 
fascination about the physics as it relates 
to light – a field I am reading more about.” 
All three of these artists are ASMA Fellows 
so it was only a matter of time before Col-
lins concluded, as noted in our introductory 
comments, ASMA was the organization to 
join to advance his understanding of the 
subject. Already Jacob has produced a 
show featuring his understanding of a ma-
rine setting in the Vinalhaven Islands off the 
coast of Maine, “Rediscovering the Ameri-
can Landscape: The Eastholm Project.” 
The Hirschl & Adler Modern in New York 
City exhibited it in the spring of 2008. The 
marriage of careful drawing based on stud-
ied observation with oil painting is evident 
in the various works that were in the show 
– pencil sketches, extensive drawings, oil 
sketches and an impressive oil, “The Hen 
Islands from Eastholm” that measures 50” 
x 120”.

Jacob schooled in history and comes 
from a family that saw the world and its 
evolution through a wide-angle lens. So it 

(Footnotes)  
18 From the brochure describing the School. In addition to 
Jacob Collins, the first faculty included: Edward Minoff, Travis 
Schlaht, Nicolas Hilter.
19 Appropriately, the current ASMA National Exhibition 
travels this summer to New Bedford, MA where the 16-month 
traveling show closes. One hundred and fifty years before 
the ASMA show opened, Alfred Bierstadt organized the first 
public exhibition of Richards’ work in the same town, New 
Bedford. Continued on Page 14
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Notes From Brush Hill - Continued from Page 13

(Footnotes)  
20 The renamed their town after Colonel Thomas A. Scott, who 
was Assistant Secretary of War during the Civil War and who later 
became the President of the Pennsylvania Railroad. Although no 
longer industrial and with a population of only 5,000, the earlier 
prosperity of the town is evident today in its homes and public 
buildings.
21 From a review of a Scottdale exhibition of Olive Hess Skemp’s 
art found in The Daily Courier (Connellsville, PA) April 6, 1921.
22 V’Soske, Inc. promotional material boasts that one would be 
able to get a history of major 20th Century architecture and design 
styles by studying their rugs. They quote the American Institute 
of Architects which cited them as “an innovative rug designer and 
manufacturer, which for over nine decades has demonstrated the 
power of exquisite artistry and uncompromising craftsmanship to 
enhance indoor environments through the artful weaving of the 
architect’s and designer’s imaginations with the fabricator’s skill 
producing startling originality.
23 Benton had schooled at the Art Institute in Chicago before going 
to Paris in 1909 to attend the 
Académie Julian. He taught at the League from 1926 to 1935 and 
for the next six years at the Kansas City Art Institute. Benton’s 

students included many who would make significant contributions 
to American art but probably the most famous of those he mentored 
was Jackson Pollock (b.) whose Abstract Expressionist movement 
was in revolt to Benton’s style.
24 The Canadian-American George Brant Bridgman taught anatomy 
and figure drawing at the Art Students’ League some 45 years after 
studying in his youth under painter and sculptor Jean-Léon Gérôme 
(1824 – 1904) at the Ėcole des Beaux-Arts in Paris and later with 
Gustave Boulanger (1824 – 1888). Another legendary teacher of 
anatomy succeeded Bridgman at the League, his former student 
Robert Beverly Hale (1901 – 1985). 
25 After he studied at the Art Students League from 1884 to 1888 
under William Sartain (1843 – 1924) and Carroll Beckwith (1852 – 
1917), Dumond received further Academic training at the Académie 
Julian in Paris from 1889 to 1891 under Jules Joseph Lefebvre 
(1836 – 1911), Jean Joseph Benjamin Constant (1845 – 1902) and 
Gustave Boulanger (1824 – 1888). Upon returning to New York he 
became an instructor at the Art Students League from 1892 until 
his death in 1951.
26 Bob’s artwork, especially his portraits later done later in his 
professional life, is better documented than his life. His family, 
especially his daughter, Jennifer Robin Skemp O’Grady and the step-

daughter he adopted, Susan “San” Skemp Crandall who is also an 
painter, have provided much of what is known about his life and this 
has found its way into various published sources but the daughters 
are the first to admit that he spoke little about himself so no one has 
been able to reconstruct a detailed time-line of his life.
27 About the time Skemp tried to ship on the Tusitala it was owned 
by the Tusitala Company headed by James A. Farrell, the President 
of the United States Steel Company and flew the house flag of the 
subsidiary Argonaut Line. (Reportedly owning the beautiful ship was 
the only luxury Farrell allowed himself.) Although actively used in 
the ’Twenties, the economic hard times saw her laid up on the East 
Coast during the Great Depression. According to H. W. McCurdy 
Marine History of the Pacific Northwest in the Tacoma Public Library 
in Washington, page 464, the Marine Liquidation Corporation 
bought her and she would have been broken up had not the U.S. 
Maritime Commission bought her for a training ship - just as they 
had purchased the Joseph Conrad for the same purpose. The last 
sailing ship built by Robert Steele & Co. of Greenock, Scotland, the 
Tusitala was launched in 1883 as the Inveruglas for the Australian 
trade and took the names Sierra Lucena and Sophie prior to adopting 
the Pacific nom de plum of Robert Louis Stevenson (1850 – 1894), 
“Tusitala,” a Samoan word meaning “story teller.”

“Learn your Latin or you’ll be working in the 
steel mills!” little is known about his educa-
tion. (But since there is no record of work 
in the mills, one assumes he mastered his 
Latin.) According to Bob’s daughter, Jenni-
fer Robin Skemp O’Grady, a librarian aunt 
put young Bob on a reading regimen that 
exposed him to adventure, travel and the 
great story illustrators of the day includ-
ing Newell Convers “N. C.” Wyeth (1882 – 
1945), Mead Schaeffer (1898 - 1980), and 
others.

The Roaring ’Twenties found Bob in 

New York City where, at the age of eighteen, 
he enrolled in the Art Students League. Dur-
ing his two years there, 1928 and 1929, he 
studied under the controversial Regionalist, 
Thomas Hart Benton (1889 – 1975),23 the 
French-trained, legendary League anato-
mist, George Bridgeman (1865 - 1943)24, 
and the remarkable Frank Vincent Dumond 
(1865 – 1951) who taught at the league for 
nearly six decades.25 Bob took a ship to 
France and Spain for further study, spend-
ing most of this time painting the sea at 
Hendaye in Aquitaine on the French Atlantic 

coast.

According to family records – which are 
neither detailed nor very date-specific,26 Bob 
made the best of the hard economic times 
that beset the country during the Great De-
pression by turning to the sea to satisfy his 
wanderlust.  He tried to join the crew of the 
white-hulled, three-masted Tusitala, one of 
the last American full rigged ships, but her 
state of disrepair prevented her sailing.27 
But he was able to ship out on the schooner 
C. A. Dolliver and worked the East Coast 
ports of the United States and Canada. 

And at some point he 
and a boyhood friend, 
Larry Jarrett who had the 
same birthday and lived 
across the street in Scott-
dale, shipped as mer-
chant seamen on a tramp 
steamer working cargo 
from port to port around 
the globe – including Eu-
rope, the Middle East, In-
dia, Japan, China, Hawaii 
and South America. In 
contrast to the fate of the 
rowboat he made when 
fourteen which promptly 
sank upon launching, he 
was more successful with 
a ketch he built in Jone-
sport, ME with an old 
Downeaster, “Skipper” 

Ted Wardwell; it not only float-
ed but he sailed her to Bermuda. He made a 
similar trip when he crewed aboard a cutter 
in the Bermuda Race of 1936.

At some point, presumably in the early 
’Thirties, he resumed his art education and 
enrolled in the Grand Central School of Art, 
located on the top of the east wing of the 
Grand Central Terminal in New York City28 
and studied under the influential teacher of 
Illustration, Pruett Alexander Carter (1891 
-1955). Carter had studied under Robert 
Henri and earned a reputation as creative 

to look into that cafeteria art program!”

The Skemp family emigrated from 
England in the Nineteenth Century to West-
moreland County near Pittsburgh in west-
ern Pennsylvania. Very involved in the coal 
and coke business and the Pennsylvania 
Railroad, the industrial town the Skemps 
settled in was first known as Fountain Mills 
until 1874 when it took the name Scott-
dale.20 It was one of the wealthiest towns 
in the County and the Skemps became 
prominent members of the community. 
Robert Skemp’s father, Ar-
thur John Skemp, was the 
General Supervisor of the 
American Sheet and Tin 
Company in Scottdale and 
later became part of United 
States Steel Corporation. 

Bob Skemp most 
probably inherited his artis-
tic talent from his mother, 
Olive Hess Skemp. Bob 
was born August 22, 1910, 
the first of three children. 
Olive was also a serious 
artist, a painter who did 
portraits as well as still 
life and whose was “rec-
ognized for her ability not 
only in Scottdale but in 
New York as well.”21 But Olive 
was also a rug designer – a 
serious one - so serious that she packed 
up the three kids and took them to Europe 
to study design, leaving Arthur at home to 
fend for himself. When they returned she 
developed her own commercial rug line that 
she named “Olivia Lord” that was part of the 
still extant, worldwide, New York City head-
quartered V’Soske, Inc.22 

Back in Scottdale Bob schooled lo-
cally and, aside from a warning he received 
while in high school from his father that has 
been passed down through the generations 

Flying Cloud - Oil
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lustrator and taught at the Chicago School 
of Professional Art from 1937 to 1940. He 
met a native, Betty Alice Wellington who 
was a model. They married and had one 
child, Jennifer Robin Skemp (m. O’Grady) 
who arrived in 1943. Another important con-
sequence of the Chicago chapter of his life 
was coming under the influence of Haddon 
“Sunny” Hubbard Sundblom (1899 – 1976) 
an illustrator who dominated that market 
at the time and who is remembered as the 
creator of our image of Santa Claus29 and 

whose pin-up art influenced 
leading American pin-up 
artists such as Gill Elvgren 
(1914 – 1980), Joyce Bal-
lantyne (1918 – 2006 best 
known for the “Copper-
tone Girl”), Art Frahn (1907 
– 1981) and, yes, Robert 
Skemp.(See the Endnote for 
sources about Bob’s pin-ups 
as well as other bibliography 
about him.)

Although he did some 
portrait painting, Skemp’s 
professional life in the ’Thir-

ties and through the ’Forties 
focused on commercial illustra-

tion. A representative sample of his national 
corporate clients includes: Ford Motor Com-
pany, Schlitz Bear, Studebaker Cars and 
Coca Cola. He also did story illustrations 
for leading national magazines such as 
The Saturday Evening Post, Colliers and 
Sports Afield. Family records show that 
the Art Directors’ Clubs of both Chicago and 
New York recognized Skemp’s talent during 
these years with many awards, including 
three Gold Medals. 

But Bob was never far from the water, 
even in Chicago. He sailed actively on Lake 
Michigan and became a Flag Officer of the 
Columbia Yacht Club. This club is one of the 
more unusual in the United States. Not only 
does it provide many of the services as-
sociated with yacht clubs (races, sail train-
ing, social events, etc.) but also it is on the 
water, literally. And it has been since1892 
when a handful of sailors interested in hav-
ing a club decided to build a small barge, 

put a shed on top of it and chartered it as 
the “clubship” of the Columbia Yacht Club. 
An old wood and iron-plated steam boat 
replaced the barge in 1927 and its replace-
ment, a decommissioned lake steamer, the 
Florida, arrived in 1936 – probably about 
the same time Bob came to Chicago. This 
was the club Bob knew for it was still in ser-

vice when he and his family moved back 
East to Connecticut in 1947. Although he 
left, his presence remained in the form of a 
painting he did depicting the start of one of 
the Club’s races; it was used for number of 
years as an annual trophy for the winner of 
the race.30 

Soon after his return East, Bob lost his 
wife, Betty Alice, to cancer in 1951. Their 
daughter, Jennifer Robin, had a grade 
school classmate, Susan or “San,” who 
lived just down the street and whose moth-
er, Gail or “Gailz,” was recently divorced. 
The girls thought their parents would make 
a match. And so it was.  When they married 
Jennifer got a sister along with her older 
brother, Eric.31

As he settled into his new life in Con-
necticut, Bob began to phase out of com-
mercial illustration and pick up on portraiture 
where he had demonstrated accomplished 
talent. He developed an international repu-
tation as seen in family records that list 
dozens and dozens of prominent subjects 
prominent in diverse fields - from the cor-
porate world (J. Paul Getty; James Gray, 
Chairman of Reynolds Tobacco Company) 
to the socially prominent of the time to edu-
cators (William Hayes Ackland, Dean, Uni-

illustrator for women’s magazines. Skemp 
also took lessons from the colorful self-pro-
claimed “bad boy of American art,” George 
Luks (1867 – 1933). The Pennsylvania-
born artist first worked in Philadelphia as 
an illustrator for the Philadelphia Press 
and became one of the “Philadelphia Five” 
– artists who emphasized ordinary subject 
matter painted in a quick fashion. The group 
included John Sloan, William Glackens and 
Everett Shinn and used to meet in the stu-
dio of Robert Henri.  Eventually they found 

their way to New York and, under the lead-
ership of Henri, added Arthur B. Davies, 
Ernest Lawson and Maurice Prendergast to 
their group to become “The Eight” – a group 
which had very different styles but which 
advocated for jury-free exhibitions not sanc-
tioned by the prestigious National Academy 
of Design that had been the American art 
authority since its founding in 1826. Im-
portantly in terms of modern American art, 
“The Eight” expanded into the “Ashcan 
School” artists.  Encouraged by Henri and 
Glackens to paint, Luks became known for 
his street scenes of New York immigrant life 
and eventually taught at the Art Students’ 
League as well at his own school – which 
Skemp presumably attended. Kind-hearted 
and sympathetic to the less fortunate, Luks 
was nonetheless a heavy drinker; the police 
found him dead early one October morning 
in 1933 victim of a bar room brawl.

Bob Skemp moved to Chicago in the 
mid-’Thirties, worked as a commercial il-

Sea Witch - Oil

(Footnotes)  
28 Founded as an artists’ cooperative underwritten by businessmen 
where artists took advantage of the heavily trafficked Terminal 
to exhibit their work, the venture grew out of the Painters’ and 
Sculptors’ Gallery Association, headed up by John Singer Sargent 
and Daniel Chester French. (His statue of Lincoln in the Lincoln 
Memorial has received much attention this Centennial year of 
Lincoln’s birth and with President Obama’s inauguration.) In 1924 it 
evolved into the Grand Central School and boasted of many famous 
instructors as well as being the largest art school in the City before it 
closed in 1944 during WWII. 
29 Reportedly Coca Cola commissioned Sundblom to come up with 
a Santa Claus image so he turned to Clement Clark Moore’s 1922 
poem “A Visit from Saint Nicholas” and took that description as the 
basis for his Santa. Others note the similarity of physical appearance 
of the Coca Cola Santa (the one that has become universal) and 

Sundblom – just add whiskers and a red outfit. His last work was, 
appropriately, a Bunny in an unbuttoned Santa outfit with Coca 
Cola logotype for the 1972 cover of Playboy Magazine.
30 The Florida served as the “clubship” for 45 years until a 372’ 
Canadian icebreaker, the Albegweit replaced her. Refurbished, she 
now provides very elegant and spacious quarters for the club.
31 San and Eric adopted the Skemp name. Jennifer, married to Terence 
O’Grady, has four grown children (Terence, John, Kate and Robert), 
while San, married to David Crandall, has two grown sons (Braley 
and Spencer). Eric was very much influenced by all of the crewing he 
did with Bob and spent his entire professional life in sailing related 
activities. He is now retired as the North American distributor for 
Hi-Fly (a German Company which produces windsurfers) and in 
lives in Oregon. His son, Carter, is an accomplished windsurfer and 
is earning an advanced architecture degree at Harvard. Continued on Page 16

One of Bob Skemp’s several pin-ups



16 ASMA NEWS AND JOURNAL OF THE AMERICAN SOCIETY OF MARINE ARTISTS APRIL 2009

versity of North Carolina, Chapel Hill; Fred 
W. Klebe, Cornell University in Ithaca, NY) 
to famous military figures (General Doug-
las Mac Author; Admirals Richard E. Byrd 

and James Farley). But Bob was versatile 
as well as talented. His pin-ups contrasted 
with portrait work he did for the Church 
of the Later Day Saints (Mormons) and a 
painting of Christ that a monastery in Mas-
sachusetts commissioned and the Pope 
reportedly blessed. (As if this subject were 
not challenging enough, the painting was to 
depict a nun’s vision, not his own!) Bob also 
did murals for the World Fairs at New York 
and Tokyo.

His work was found in a wide array of 
public collections and innumerable private 
ones. Among the former are the United 
States Coast Guard, the Pentagon, the 
Rayburn Building of the United States Con-
gress, the Embassy of the Kingdom of Qa-
tar in New York City, the Chicago Board of 
Trade, the universities of Yale, Princeton, 
Cornell, Pace, the Rockefeller Institute, the 
Vatican and the New York Public Library. 
In terms of other professional credentials, 
Bob was a member of the New York Soci-
ety of Illustrators, the National Arts Club in 
New York City and a Charter Member and 
Director of the American Society of Marine 
Artists.

Notes From Brush Hill - Continued from Page 15 Both of Bob’s daughters confirm that 
their father loved to sail. He taught them 
and their brother Eric how to handle the 
helm starting off with a Herreshoff sloop and 
graduating to larger boats. Most sailing was 
in Long Island Sound either out of Westport 
where they lived or nearby Southport but 
Bob also skippered larger boats in Gardin-
ers Bay out of the Devon Yacht Club on the 
south shore of Long Island where they had 
a summerhouse in East Hampton. But the 
Atlantic Class boat was his favorite. During 
the summer of 1928, the year Bob signed 
up for the Art Students’ League, the famous 
J-Boat designer W. Starling Burgess sailed 
a tall-masted, 30’ keeled racing boat from 
yacht club to yacht club along the Connect-
icut coast of Long Island Sound to promote 
his latest design which he called the Atlan-
tic Coast One Design, a name shortened 
later to simply Atlantic. That summer he 
took orders for eighty of them and contract-
ed with the German shipyard Abeking and 
Rasmussen to build them using mahogany 
planks over oak ribs. They were delivered 
the following spring and made a successful 
debut resulting in orders for another twenty, 

including #99 which is the one Bob eventu-
ally owned. The Great Depression followed 
by WWII closed the book on anymore of 
these wooden hull beauties.32  Champion-
ships Bob won and Flag Officer positions he 
held in yacht clubs in Chicago and in the 
East are evidence of his active love of sail-
ing. He took the Season Championships of 
the Columbia Yacht Club in 1946 and the 
Cedar Point Yacht Club in Westport, CT in 
1955, 1956 and 1957. He held flag positions 
of Rear Commodore at the Columbia Yacht 
Club in Chicago and both Rear Commodore 
and Commodore at the Cedar Point Yacht 
Club in Westport, CT. He was also a mem-
ber of the East Hampton Yacht Club, the 
Devon Yacht Club in East Hampton and the 
Eastern Long Island Yacht Racing Associa-
tion all of which are on Long Island, NY.

In the early ’Eighties Bob had a large 
sailboat built for him and his daughters say 
it was nothing but trouble from the begin-
ning. And in the end - for this was the ves-
sel he was to have sailed from Connecticut 
to his summerhouse on Long Island but the 
auxiliary engine was not working and the 
wind was calm so he left her and took his 
car only to be killed in an auto accident.

It is not surprising that Bob loved ma-
rine art, given his love of the sea. He was 
good at it because he knew his subject mat-
ter and had experience in many aspects 
of it – from boatbuilding and rigging to sea 
time in “brown” (coastal shallow water) and 
“blue” (deep water ocean) sailing. His par-
ticular love was the American Golden Age 
of Sail, the Clipper Era, and his works often 
depicted a full-rigged ship under a cloud of 

Bob Skemp in his studio

canvas on the open sea.

Given his name and reputation in both 
illustration and portrait painting and given 
his active life as a sailor, it is no wonder that 
he should find and be drawn to the small 
circle of similarly oriented men (they were 
all men at the time) in Connecticut and New 
York City who came together for Op Sail to 
celebrate the nation’s bicentennial in 1976 
They mounted their first Marine Exhibition 
in 1977 and founded ASMA in the spring 
of 1978. He was among the first group 
of Fellows in the Society when they were 
first listed as such in 1979. Bob attended 
the early formational meetings and hosted 
some in his “barn” (his home in a converted 
barn) in Westport. “I remember going to 
one of these meetings in my Dad’s “Barn,” 
his daughter Jennifer recalls. “He was very 
pleased and happy to be involved in the 
Society and its efforts. He enjoyed being 
among these friends and belonging to such 
a distinguished group.”

And his ASMA colleagues appreciated 
and enjoyed him. So much so that when 
we learned of his tragic and untimely auto-
mobile death on June 9, 1984, the Society 
decided to celebrate his colorful life and to 
perpetuate his vibrant spirit in the Society 
by naming our socially most festive event 
“The Robert Oliver Skemp Annual Dinner” 
which occurs the Saturday night of the So-
ciety’s weekend meeting.

Charles Raskob Robinson is a Fellow 
of the Society. He paints at Brush Hill, a stu-
dio built in 1752, located in Washington, CT 
and formerly owned by New Mexico artist 
Eric Sloane. Some of Charlie’s work may 
be seen on his website at: www.brushhill-
studios.com. 
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(Footnotes)  
32 Three decades passed before the next Atlantic was built – this 
new generation being built in America and molded out of glass. 
In 1962 #101 was launched. The Atlantic fleet has continued to 
grow but remains centered in Bob’s old waters in the Sound along 
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“story teller.”
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Why Paint CHANCELLOR LIVINGSTON?
PART TWO

The Steam Packet “CHANCELLOR LIVINGSTON”
Passing Duck Island - July 1828

LIVINGSTON’s Color Scheme and Decorations
Earlier in LIVINGSTON’s life as a Hudson Bay steamboat there is 

evidence that the ship was white or at least light in color, with natural 
or varnished wood cabins and upper works, and green trim. Such is her 
appearance in a model of the ship at the Smithsonian. Later paintings and 
a lithograph of LIVINGSTON depicting her well after her service in Long 
Island Sound during 1828, and following her second major rebuild, again 
show her as being light in color.

We learn from one later historian’s account (Francis B. C. Bradlee, 
1920) that the early steamers that plied American coastal waters in the 
1830s were predominantly “bright with white and green paint, the latter 
of the most vivid hue; and decorated with various stripes of brown, yellow 
and sometimes gold. The paddle wheels were painted red, and at the bow 
was quite often a figure head, which sparkled in a variety of colors”. 

In the collections of Mystic Seaport there is a contemporary tinted 
lithograph of a starboard side view of LIVINGSTON as she originally 
appeared before her first rebuild. In this lithograph the ship’s hull is 
white or at least very light, her cabins are a muddy greenish tan color, 
and the lower strakes of her guards are decorated with thin stripes of 
red, green and blue. Her wales are painted with thick blue and red bands, 
and her crosshead A-frame structure is also a light blue color. Her largely 
decorative quarter galleries are a yellowish gold.

In selecting the color scheme for my painting of LIVINGSTON I have 
settled upon this lithograph as “my” source of contemporary information 
about her appearance, recognizing full well that these colors may have 
been the product of the tinting artist’s personal “license” rather than 
an accurate portrayal of the ship. I live in some vague dread of a newly 
discovered contemporary painting or manuscript that refutes this color 
scheme. 

As for the colors themselves, nineteenth century paints were quite 
different from what we use today. The white lead paint of the time, for 
example, had a tendency to darken and this was frequently masked by 

tinting it with other colors. Adding yellow, for example, would warm the 
base color to a softer and longer lasting hue.

And so for my painting I have given LIVINGSTON’s hull a somewhat 
“yellowed” color; the other colors employed have been “faded down” from 
brighter hues to reflect her frequent trips up and down the Sound and the 
effects of constant exposure to sun and weather upon her hull.  

I pay a certain homage to the prevailing use of green in these early 
steamboats by giving this color to her after cabin house, the insides of her 
bulwarks and the planking atop her paddleboxes. 

The design of LIVINGSTON’s transom is based upon a contemporary 
lithograph illustrating her arrival in Newport some time after 1828, and 
its carved decorations are consistent with the practices employed in that 
era. 

 The Sky
Many paintings of ships at sea have magnificent, dramatic skies that 

contribute to the overall narrative of the work; in some, the sky can even 
dominate the picture to the point of becoming the center of interest.

In considering the incorporation of a Dramatic Sky into my painting, 
I decided that with the level of detail I anticipated lavishing upon 
LIVINGSTON herself I could run the risk of overwhelming what was 
intended to be an interesting portrait of this remarkable ship. Dramatic 
sky, interesting ship, unusual rig, a variety of people - perhaps a bit much, 
I thought. I want people to study the ship.

And so, exercising my Artist’s License (which might more accurately 
be called a “Learner’s Permit”), I decided that the sky in my painting 
of LIVINGSTON would be more austere, fulfilling a secondary role as a 
simplified backdrop against which the spectacle of this fascinating vessel 
punching through a running sea would become the major point of interest. 
But as simple as it is, it’s still a real sky that I have actually seen off Duck 
Island and is quite common during the summer months.  

The Ocean
Like many islands in Long Island Sound, Duck Island has been 

subjected to an ongoing loss of landmass due to the incessant, erosive 
wave action to which it is exposed. Remnants of the original larger 
island extend considerably to seaward of its current footprint, creating 
a long shoal extending about a quarter of a mile out to sea. This results 
in “tide rips” at the outer end of the shoal, along with a very brisk 
current here during both flooding and ebbing. The present nun buoy 
that lies somewhat beyond the seaward limit of this shoal “lays over” 
and even generates its own wake as the tide runs past it.

After several tries to paint these waters with so-so results, I decided 
that nothing would look so real as the real thing. So one day with the 
current and sun just right I went out off Duck Island in our sailboat 
ALTARA and took a number of photographs; from these I selected 
a likely candidate with pleasing wave formations. And so the waves 
depicted in the foreground of my painting accurately represent of the 
waters off Duck Island on a typical summer day.

The Smoke
At this time in her career, LIVINGSTON burned coal; in fact she was 

the first such steamer on Long Island Sound to do so. Marestier mentions 
this in his contemporary memoir on early American steamboats.

My retired-firefighter neighbor and friend Gene Warren has educated 
me about smoke. Burning wood generates a light-colored smoke, he tells 
me, while coal smoke is darker. Photographs from his long and honorable 
career have demonstrated the point. I have also reviewed old photographs 
of steamships, as well as pictures of wood- and coal-burning railroad 
locomotives. I have paid attention to the way smoke dissipates in a breeze 
and how this can vary according to its volume, density and the speed of 
the wind.

Notes on the Creation of a Painting
Mike Miller
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The smoke in my painting is my third attempt at it; earlier versions 
were far too, well, smoky. Sometimes a loaded brush in the hand is a 
dangerous thing. 

Rigging LIVINGSTON
In 1828, LIVINGSTON was equipped with three masts, all of which had 

loose-footed gaff-rigged fore-and-aft sails. There was also a square foresail 
which was probably used far less often. The minimal bowsprit seems to 
have served primarily as a decoration and as a support for the forward 
flagstaff, although it would certainly have been possible to set a jib or two. 

A contemporary advertising broadside sporting an illustration of the 
ship’s starboard side offered some ideas as to where the masts should go, 
as well as the spacing between and among them. This, along with other 
illustrations of the ship and a study of the deck plan itself, allowed “logical” 
locations for the masts to be established.

The hybridization of LIVINGSTON as a steam-powered vessel with 
auxiliary sails creates a number of rigging dilemmas. Her three stacks and 
the awning structure over her after promenade deck, for example, tend to 
“get in the way” of some of the elements of a conventional rig.

To rig LIVINGSTON in my painting, I was faced with some of the 
same problems that would have confronted her bosun. I imagined myself 
standing alongside him as he worked his way through them, and together 
we came up with some areas of agreement:

In that the square foresail would only see occasional use we eliminated 
lines that would allow the sail to be set and furled.

Sheets for the main and mizzen gaff-rigged sails were led to blocks atop 
the awning structure, and thence to the mizzen shrouds and deck.

The sails would be bent to vertical battens on the after sides of the 
masts, ready for immediate use in the event of an engine failure.

In that the leads of the mizzen shrouds would conflict with the awning 
structure, we cut openings in the awning through which the shrouds, and 
those who climbed them, could pass.

The center smokestack conflicts with the lead of the mainstay; we could 
have offset the stay slightly to the side but the hot stack could still set a 
nearby tarred stay on fire. So the mainstay was split into two parts. 

LIVINGSTON’s American Flag
In “pierhead paintings” of nineteenth century steamboats, artists 

frequently depicted the American flags flying from their sterns as greatly 
oversized. While this artistic device was common to the genre and adds 
both color and interest to these portraits, in many paintings these huge 
flags are shown flying from very long and rather flimsy-looking flagstaffs.

And so I selected a size for LIVINGSTON’s American flag that seemed 
to me to satisfy the need for it to be nice and large (thereby paying due 
homage to the genre), while at the same time small enough to be set 
flying without creating excessive strain upon the taffrail to which its 
halyard is secured. To accurately depict a flag snapping in a fresh breeze, 
I photographed an American flag from a suitable viewpoint on a breezy 
afternoon. From these pictures I selected one I liked, and this became the 
model for LIVINGSTON’s flag.

In 1828 there were 24 states in the Union (thus, 24 stars), and the 
use of the “eagle” design of its blue field, or “canton”, is verified by early 
paintings of Long Island Sound steamers. It appears, for example, in 
paintings of early Long Island Sound steamboats executed in the 1830’s by 
Bridgeport, Connecticut folk artist (and grocer!) Jurgan Friedrich Huge. 
And so with its appearance in these waters thus established by Huge’s 
“pierhead paintings”, I have given LIVINGSTON an American flag bearing 
this wonderful design.   

The shielded eagle whose claws grasp an olive branch and a cluster 
of arrows (known as the American “coat of arms”), had appeared in the 
cantons of American flags as far back as the 1790’s. One had, for example, 

accompanied Lewis and Clark on their exploration of the west. By 1803 
this flag design was known as the “Indian Peace Flag” and was presented 
by our government to the chiefs of Native American nations with whom 
peace had been made (the eagle was a sacred symbol to many Native 
American people). One may imagine, though, that the overt symbolism of 
an olive branch in one claw and a cluster of arrows in the other could not 
have been misunderstood by these flags’ recipients.

LIVINGSTON’s People
My drawings of people tend to represent them standing stiffly at 

attention. But of course people on a long and monotonous sea voyage 
would not be inclined to actually stand that way. And so I decided that I 
would “populate” LIVINGSTON with people in poses more natural for the 
vignette I have attempted to create. 

There is, for instance, the formally black-attired Captain in his 
stovepipe hat receiving a report from a respectful crew member on the 
open “bridge” (wheelhouses were not yet common), while another crew 
member climbs the windward mizzen shrouds to complete some mundane 
task aloft.

Passengers line the rail here and there, contemplating the sea, the 
distant shoreline and the foaming wake left by LIVINGSTON’s passage. 
They are relaxed, slouched in some instances even, as they while away the 
hours such a voyage required. Two men on the promenade deck gesticulate 
as they discuss (or perhaps argue) some unknown subject, while one of 
their brightly attired wives waits patiently a short distance away. Another 
husband and wife stroll forward along the promenade deck to view the 
machinery and the progress of the ship.

I spent some enjoyable time researching the way people dressed, 
for everyday and for travel, back then. Top hats and long pants were in 
vogue, and I began to pay attention to wrinkles and the highlights and 
shadows these create. It’s difficult to capture this complexity in clothing, 
and equally challenging to conjure up natural-appearing body language in 
various attitudes of relaxation and activity. 

To maximize my prospects of successfully portraying LIVINGSTON’s 
people in the poses I was seeking, I went out to a local party shop and 
bought myself a top hat (that it is covered with gold sequins shall remain 
our little secret). Then, with the angle of the sun just right, I stood at the 
railing of our deck and assumed the various “poses” I wanted to portray 
in paint. My wife Ann, ever bemused by my frequently unusual requests, 
photographed me from suitable vantage points, and from these pictures 
evolved many of the passengers and crew (or at least the men!) whom I 
have placed aboard the ship. 

As for the number of people I have placed aboard LIVINGSTON, I have 
held this to a manageable 15. Certainly there could have been more, but 
the fresh breeze (and the gentlemen’s bar aboard) may account for many of 
the other passengers remaining indoors. And of course a number of them 
may well be taking the air on the shadier, more sheltered leeward side of 
the deck, watching Duck Island and the Connecticut shoreline slowly pass 
by.

The Plight of the Historian
Researching an historical maritime subject can be a frustrating task. 

Just when you think you have encountered reliable information, just when 
you think you might have nailed it, a new and contradictory source of 
information can surface and cast a whole new light upon what has been 
learned before. 

In researching LIVINGSTON, the result of my efforts is no less 
susceptible to such rebuttal; in that there is so limited an amount of 
information about early steam-powered vessels like the CHANCELLOR 
LIVINGSTON there is always the possibility of new and more 
authoritative information rendering my portrayal of the vessel inaccurate 
or anachronistic in one or more respects.

Continued on Page 21
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Continued from Page 22

we just do not hear about enough.  Sharing this selfless act of kindness 
by Mr. Cinelli was an extra way for me to say thank you to him.

If any members have a framer, or shipping service such as Wall Art 
in your area, you should consider yourselves very lucky.

Val Sandell, 
ASMA South Rep

••••••••••••••••••••

From Jim Gray:

ISSUE BRIEF: BUILDING AMERICA’S CULTURAL HERITAGE

 Artist-Museum Partnership Act Improves Tax Fairness
for Artists, Spurs Gifts to Museums

On February 23, Representatives John Lewis (D-GA) and Todd 
Platts (R-PA) introduced the Artist-Museum Partnership Act (H.R. 
1126) in the U. S. House of Representatives. This legislation proposes 
to amend the Internal Revenue Code allowing artists, writers, scholars 
and composers to receive the fair market value tax deduction when 
donating their works to public institutions or charitable organizations.

 Under current law, if a living artist donates their work to a public 
institution or charitable organization, they are only allowed a tax 
deduction for the cost of materials. 

The passage of this bipartisan bill would not only make the tax 
code fair and equitable, it would also be great benefit to museums 
throughout the country and the communities they serve. But, to be 
successful in moving this legislation forward, Congressmen Lewis 
and Platts need our help. So, we ask your participation in one of the 
following activities to educate your member of Congress about the 
importance of the bill and ask for their support.

ACTION NEEDED: Please CALL, FAX, or EMAIL your member of 
Congress as soon as possible. Urge your member of Congress to co-
sponsor the Artist-Museum Partnership Act (H. R. 1126) by contacting 
Miguel Martinez of Congressman Lewis’ office at (202) 225-3801 or 
Rebecca Wolfkiel of Congressman Platts’ office at (202) 225-5836. To 
assist you in your communications efforts, please see the attached 
issue brief and sample letter.

Contacting Your Member of Congress: To identify your member of 
Congress and their contact information access www.congress.gov; type 
your zip code; and then click on your U.S. Representative to obtain 
their telephone, fax or email information.

 The Artist-Museum Partnership Act (H.R. 1126 and S. 405) will 
encourage gifts to America’s museums and libraries by allowing the 
creators of original material to take a tax deduction for the fair market 
value of donated works. Currently, the creators may claim a deduction 
for only the cost of materials, such as paint, canvas, paper, and ink, no 
matter the works’ actual value.

 The Artist-Museum Partnership Act will correct an unfair 
element of the tax code. Under current law, collectors can claim fair 
market value for donated works to a public institution or charitable 
organization, but artists cannot.

 It is in the public interest to encourage donation and preservation 
of  important works of art, manuscripts, scores, and papers. Collectively 
these document America’s cultural heritage, serving as inspiration 
both now and for future generations.

 We are asking members of the House and Senate to cosponsor these 
important bills. Last Congress, the bills gained 111 cosponsors in the 

FROM OUR READERS

To all members:

A note of caution to my artist friends who paint in oil based 
mediums. It may be a good idea to keep your thinner or turpentine 
containers covered and a fan in the studio. Not long ago I had three 
occasions when I could not speak for about 30 to 45 minutes.... leading 
me to believe I was having a stroke. These episodes closely followed a 
Visual Migraine, and apparently are a rare development of a Visual 
Migraine. After a brainscan, it was determined that I had not had a 
stroke (and I actually have a brain!). After seeing three doctors about 
this, ending with a neurologist at Duke Hospital, they suspect it may 
be caused by a lifetime of inhaling vapors from paint thinners such as 
petroleum distillates and turpentine. I now use a covered container,  
air cleaner, and a fan. So... be cautious... it is a very odd feeling not to 
be able to speak.

Cordially,   Robert Dance

•••••••••••••

Dear Editor:

Amid a sea of bad news and fraud, an island of professionalism on 
St. Armands Circle welcomed by local artist.

As a professional artist in Sarasota, FL I recently received news 
that one of my paintings on display in a museum had gone missing.

The painting was included in the prestigious American Society 
of Marine Artists (ASMA) New England Exhibition. The collection 
traveled to three different venues.  My oil painting, titled “Rocky 
Shoal,” was scheduled to be returned in January to my framer/shipper.

A case was received in January as promised, however when 
my framer Chris Cinelli, co-owner of Wall Art, St. Armands Circle, 
Sarasota called, he indicated that he received a case with another 
artist’s work.  Having employed the services of his company for over 4 
years, I thought at the very worse it was a labeling mistake on the part 
of the museum. I called the museum to inform them of the mistake 
that day. After waiting three days for the museum to respond, they 
informed me the painting was not a case of mislabeling and that they 
did not know where it was.

They went on to say they were too busy setting up another 
exhibition, adding they may have time to look into it the following 
week. In disbelief with the lack of consideration, coupled with the 
realization I needed to rely on the expertise of someone who ships art 
every day,  I called Mr. Cinelli to see if he would help. Despite the fact 
that he had nothing to do with this mistake, he dropped everything he 
was doing to look into this disheartening lack of obligation to an artist.

He proceeded to send emails and make phone calls to the museum, 
asking questions that seemed easy enough to answer, yet he could not 
make any headway.  After a few more calls to me, he suggested that we 
call UPS and the other venues to back track the painting’s progress 
through the exhibition.

 That was the answer. He ultimately figured out that the museum 
used the old label he created for the first venue and that they used my 
return label for the artist in his gallery.  I was overjoyed to learn that 
the first venue had my painting and it would be returned within the 
week, after being missing for over two weeks.

At a time in our world when all we hear or see is bad news getting 
worse, I thought I would share my experience.  Everything and 
everyone is not bad, and good people do good things everyday, which 
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Still, though, I’m presently, well, comfortable with what I have 
learned about the ship and the times in which she flourished. And 
I’m similarly comfortable with the decisions about portraying her 
that I have made. Even if some of the information in my painting of 

LIVINGSTON proves to be inaccurate in one way or another, I hope 
that my representation of this early, even revolutionary steamboat 
punching her way through the waters of Long Island Sound on a breezy 
July afternoon, evokes an appreciation for the evolving application 
of this new technology to travel at sea during an interesting and 
formative era in our maritime history.
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was lost in the sea.  A report by David Wood in the Washington Times 
informed us that the U.S. 5th fleet has sent the “Mahan, a 24,000 ton 
Navy cargo ship, the Lewis and Clark, a ship converted to hold prison-
ers; and the USS Vella Gulf, a guided missile cruiser” to the Gulf of 
Aden. According to another article in the Washington Times by Evan 
Minsberg and Seth Cropsey, Japan is considering sending a force to 
escort, protect and allow them to fire on hostile ships. This is a change 
from the strictures in Japan’s post war constitution that has kept them 
from any combat duties for the past sixty years.

Something else new on the high seas, according to Admiral James 
Lyons also in the Washington Times, was that incident when the Chi-
na’s Navy harassed the “ civilian crewed U.S. Navy survey ship Impec-
cable operating in international waters approximately 70 miles south of 
Hainan Island.” Apparently China is claiming more territorial waters 
than that recognized by international agreement. There is some thought 
that this move on China’s part is part of a plan to extend it’s claim in 
1996 of  the entire South China Sea which has exacerbated relations 
with Japan. It seems as though those Navy strategists who protest re-
duced Navy funding may have a point.

Some of the best things to come out of China to the U.S. are Ruo 
Li’s paintings. Ruo, who calls the Los Angeles area home these days, 
has just been made a Master Signature Member of the Oil Painters of 
America.  Pauline Lorfano, who calls Virginia home, has had a month 
long solo exhibition in March at the US Geological Survey National 
Center Art Hall in Reston. VA. Sculptress Cathy Ferrell exhibited her 
work for the month of February in Gallery 14 in Vero Beach, Florida.

From The Fo’c’sle - Continued from Page 3

mother lode.” Also included are 21 black and white historical photos 
and sidebar stories touching on subjects such as fishing, shipbuilding, 
sailing vessels, lime and granite industry, steamboats, lighthouses and 
other assorted topics from1850 to 1940.

“You have to know what you paint and all my years of experience of 
boating and living on the water was a very valuable asset to painting 
“dead people” and places I can only see from black and white photos. 
It has been extremely challenging and made me a better artist.” This 
summer, she is also having a solo exhibition on the historical fishing 
industry (1850 – 1940) at the Penobscot Marine Museum in Searsport, 
Maine – July 25 through September 7. “Lectures and book signings to 
follow will make this a busy year.”

ASMA News & Jounal editor and past president Bob Semler will 
be presented with a commendation for his painting of the Coast Guard 
National Strike Force anti-terror training exercises at the 2009 Coast 
Guard COGAP exhibition 
opening at the Salmagundi 
Club in New York City on 
June 25th, 2009. Bob was 
sent on deployment to West 
Virginia with the Atlantic 
Strike Force Team (based at 
Ft. Dix, NJ) to create several 
paintings for the Coast Guard 
collection. This is his first oil 
of the series, depicting a mock subway disaster utilizing the Coast 
Guard Hazmat Team.

Pauline Lorfano had an exhibition of her works at the USGS Art 
Hall in Reston, VA, from March 3 through March 30. The paintings, 
created in a variety of mediums, were presented by the US Geological 
Survey National Center.

If there were ever a town that personified the call to go down to 
the sea in ships, it is New Bedford, MA. For more than a century 
the wooden ships and iron men who called that port home, roamed 
the world earning fortunes for their captains & owners, and creat-
ing a legend that has long outlived them. While those crusty days 
have left an indelible seagoing legacy they have also left a place 
that today is rich in boats, docks, lighthouses and the waterfront. 
It’s a place of cordial charm, warm welcome and colorful mari-
time sights. The city itself offers a collection of sites and activities 
we’re looking forward to enjoying. We will get to see the finale of 
ASMA’s superb 14 National Exhibition at the New Bedford Art 
Museum, and spend some invitational time in the New Bedford 
Whaling Museum. The Martha’s Vineyard ferry landing south of 
the city and Fort Phoenix at the south end of Fairhaven (across 
the bridge from New Bedford) offer spectacular views across Buz-
zards Bay toward Cape Cod.

The National Park Visitor Center and the city have expressed in-
terest in ASMA artists painting in their city and on the waterfront, 
which we’ll get a chance to do on Saturday afternoon so bring 
your paint and brushes. We also hope to arrange an opportunity 
to go aboard or possibly sail on a schooner. There are certainly 
enough masts bobbing along the waterfront in the area. On Sunday 
we’ll get to see a wonderful ASMA painting demonstration and 
there will once again be time all weekend to see old friends and 
to meet new ones over breakfast, lunch and dinner - especially the 
Saturday night dinner. There will be planned activities for guests 
and spouses in attendance. Oh, and we’ll have some time to ac-
complish the business of the Society. 

We will be staying at the Hampton Inn across the bridge in 
Fairhaven, MA. (1 Hampton Way, Fairhaven, MA 02719.) Plan on 
an early autumn trip to New England. There’s so much to see and 
do there that you can’t possibly fit it in a weekend. But we’ll try. 
Finalized schedules and dinner locations are being worked out by 
Lisa Goodwin and Christine Diehlmann and will be detailed in the 
July ASMA News, but it’s not too early to make your room reser-
vation. You can call the Hampton Inn’s front desk (508) 990-8500, 
or you can email Jennifer Dekkers, Director of Sales at jdekkers@
lafrancehospitality.com. Be sure to mention ASMA to get our spe-

cial rates of $109 per night for a King size or double beds, and 
$129 for suites. Reservations must be made by 8/11/09. We’re 
looking forward to seeing all of you there.

Christine’s Log Book - Continued from Page 6

ASMA Annual Meeting returns to
New Bedford, MA • Sept. 11 through 13
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• David Bareford
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• Len Mizerek

• Charles Robinson
• Robert Semler
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• Kim Weiland

ASMA Board of Directors

NEW ARTIST
MEMBERS

Joann Ballinger

Brad Betts

Richard Boyer

Stephen Busch

David Coolidge

Brendan Coudal

Phil Cusumano

Mark Daly

Anthony Davis

Lisa Egeli

Robert Filepp

Frank Gaffney

Debbie Hearle

Caolyn Hesse-Low

Jack Horner

Mark Horton

Linda Hughes

Debra Huse

Leonard Jaconsen

Elsie Kilguss

Robert Korta

Ronald Lent

Pauline Lorfano

Stephen Lush

Donald Maitz

William Maloney

Sandra Mauck

Nan McCarthy

Charles McCarthy

Ann Mohnkern

Francis Morey

Suzanne Morris

Guy Morrow

George Murray

Mark Nielsen

Robert O’Connor

Lawrence Packard

Ronald Parry

Patricia Pollock

Martha Quigley

Alan Ryall

Richard Shaffett

Charles Shapler

Charles Sharpe

Jerry Smith

Karen Snoots

Phyllis Solcyk

Nona Stephens

Ronald Tinney

Robert Todd

Richard Toft

Yasemin Tomakan

Rosemary Tyler

Russell Vujs

Jerry Weiss

Keith Wilkie

Robyn Woideck

James Wortman

Loretta Yoder

NEW FELLOWS

Joe McGurl

Kim Shaklee

CONGRATULATIONS
NEW ARTIST MEMBERS & FELLOWS House and 30 in the Senate, including then-Senator Barack Obama, 

who also included the legislation in his campaign platform for the arts.

SAMPLE LETTER

Dear Representative [Representative’s Last Name],

 I am writing to inform you about an important issue to museums 
throughout country and the communities they serve.

 On February 23, Representatives John Lewis (D-GA) and Todd 
Platts (R-PA) introduced the Artist-Museum Partnership Act (H.R. 
1126) of 2009. This legislation proposes to amend the Internal Revenue 
Code allowing artists, writers, scholars and composers to receive the 
fair market value tax deduction when donating their works to a public 
institution or charitable organization. If this legislation is approved, it 
would not only make the tax code fair and equitable, it would also be 
great benefit to museums and the American public.

 Prior to the enactment of the Tax Reform Act of 1969, writers, 
composers, scholars, painters, choreographers and other artists were 
able to donate their work to a public or charitable organization and 
receive a tax deduction based on its full fair market value. Under 
current law, artists are only allowed a deduction based on the cost 
of materials used to create the donated work. Yet, collectors of these 
works can take the fair market value deduction when they donate 
them to a public or charitable organization.

 In addition, most museums have limited funds to acquire new works 
and rely heavily on donations. However, as a result of the 1969 repeal, 
artists—many of whom earn very little—have no financial incentive 
to donate their works. Therefore, many works of local, regional, and 
national significance are all too often sold to private collections and 
never enter into the public domain. Please help us preserve and enrich 
our cultural heritage by providing the fair tax treatment of artists.

 I respectfully urge you to support the Artist-Museum Partnership 
Act of 2009 by co-sponsoring the legislation.

 Thank you for your attention to this important matter. I look 
forward to your support. If you have any questions, please contact me 
at [Insert Phone Number] or [Insert Email].

 Sincerely,

[Your Name]

[Your Address, if not using organization letterhead]

From Our Readers - Continued from Page 20

hELP wANTEd
Here’s the perfect opportunity to get away from the boob 

tube and profit from it, besides! Be a volunteer within your own 
Society. ASMA is always looking for members who wish to con-
tribute time and talent in so many aspects of what we do here. 
Fundraising, Regional assistance, planning special events, you 
name it. Sometimes it’s as small a project as stuffing some enve-
lopes if you’re near an on-going project. Now is the time to give 
ASMA a call, or email us with your interests. Start by contacting 
your area Representative, or go right to the source: asma1978@
verizon.net. And did I mention profit? What better way to profit 
than lending a helping hand and doing something for your own 
Group! BE A VOLUNTEER!

Newsletter Deadlines
• January 2nd
• July 1st

• April 1st
• October 1st
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ASMA North
MAINE, MASSACHUSETTS, MICHIGAN, NEW HAMPSHIRE, RHODE 
ISLAND, VERMONT, CONNECTICUT, WISCONSIN, ILLINOIS, OHIO, 

MINNESOTA, ENGLAND* & CANADA*
*For US Citizens living abroad

Lisa Goodwin          Joan Hooper
              swanhaven@aol.com      jseahooper@comcast.net

Advisor to Area Representatives
Lois Salmon Toole      •      Charles Rice 

                   lstoole@alltel.net              cwrice@mac.com

ASMA East
NEW YORK, NEW JERSEY, PENNSYLVANIA, DELAWARE,

MARYLAND, W. VIRGINIA, VIRGINIA

Mike Killelea
art@killeleart.com

Don Norris
donnor6@atlanticbb.net

ASMA South
GEORGIA, NORTH CAROLINA, SOUTH CAROLINA, TENNESSEE, 

ALABAMA, MISSISSIPPI and LOUISIANA

Anne Brodie Hill
annebhill@aol.com

FLORIDA, PUERTO RICO, US VIRGIN ISLANDS,
TEXAS, and ARKANSAS

Val Sandell
valartist@aol.com

ASMA west
NEBRASKA, OKLAHOMA, INDIANA, KENTUCKY, IOWA, MISSOURI, 

NORTH DAKOTA, SOUTH DAKOTA, KANSAS, NEW MEXICO, 
COLORADO, WYOMING, IDAHO, MONTANA, UTAH, ARIZONA, NEVADA, 

CALIFORNIA, OREGON, WASHINGTON, ALASKA, HAWAII, FPO, AE

Alan Ryall           Dutch Mostert
        alanryall@sbcglobal.net     dutchmostert@netscape.net

             Advisors to Area Representatives

               David Weiss             Austin Dwyer
              dmweiss@cox.net           aadwyer@verizon.net

               Kim Shaklee              Adam Koltz
          kim@kimshaklee.com      adamkoltz@sbcglobal.net

                Bob Dykes               Grant Saylor
           robert.dykes@cox.net          gsaylor@hotmil.com

                Steve Lush                Dan Frey
           stevelus49@aol.com      info@darkdanceproductions.com

                                   Jon Olson
                              jonolson2@verizon.net           

AREA
REPRESENTATIVES Regional Reports

by Mike Killelea
art@killeleart.net

We are very pleased to announce a substantial improvement in AS-
MA’s regional organization. Since the society’s inception it has been 
divided into five regions that have each been responsible for activities 
unique to their areas. But the reality of that system in recent years has 
been that some areas were quite active and others, not nearly as much. 
Because the goal of the Society is to be as fulfilling for every member 
as possible, we have been concerned for some time about the lack of 
a Regional Representative in Region 4 and their perceived isolation 
from the active body of the Society. We’ve been working to develop a 
solution that will provide an alliance with a vital active Region but at 
the same time afford the 46 members in Region 4 the ability to main-
tain the essence of their own special region and interests. The result 
is a Regional realignment in which ASMA will now have four areas, 
instead of five.

Going forward, the western part of Region 4 (Nebraska, Oklahoma, 
Indiana, Kentucky, Iowa and Missouri) will become part of region 5, 
and the eastern part of Region 4 (Wisconsin, Michigan, Illinois, Ohio 
and Minnesota) will join with Region 1. Both of these areas will also 
have a member added on an Executive Committee that is made up of 
local representatives supporting the Regional Reps. A chart showing 
all areas with their area reps and executive committee members is on 
another page. We welcome your comments on this new arrangement.

To further improve the system, the four remaining Regions will now 
be labeled more intuitively. The expanded Region 1 will be known as 
ASMA North. Region 2 will become ASMA East. Region 3 will be 
ASMA South, and the expanded Region 5 will now be called ASMA 
West. 

Region 1 (ASMA North) will be the site of our annual meeting 
in New Bedford in September.  Lisa Goodwin has brought the same 
organizational enthusiasm to this project that she did with the recently 
closed Region 1 Exhibit. Lisa is also organizing a plein air painting 
event in June and she can supply details on that.

Region 2 (ASMA East) is still trying to lock in a third venue for its 
scheduled 2010 exhibit. The US Merchant Marine Academy Museum 
has unfortunately been unable to give us a legal commitment and has 
regretfully withdrawn as a venue. 

Val Sandell in Region 3 (ASMA South) has had discussions with 
the Florida Maritime Museum in Cortez about a possible future ex-
hibit there. 

Carol Shihbaz in the former Region 4 is hoping to repeat her suc-
cessful regional exhibition efforts at the Krasl Art Center in St. Joseph, 
Michigan. She has contacted them about a possible 2010 time frame.

Region 5 (now known as ASMA West) is negotiating with the Ven-
tura County Maritime Museum about a four month exhibition that 
would start in October. The VCMM is a great little museum in a su-
perb waterfront location and is a great place to display art. Details as 
of press time were incomplete but Alan Ryall will have them when 
they’re settled.

*********

When traveling, it’s always a pleasure to get together with other 

Continued on Page 24
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ASMA folks and, with paint & brushes in hand, go out to spend some 
time painting what you see. Since I moved to Buffalo, NY this past 
year, I find I miss the smell of salt water and the sound of seagulls. 
Buffalo has quite a paint-able seaport of it’s own with a lot of pictur-
esque history attached to it, but there’s no way to deny the effect win-
ter has there in February. So this year, we spent time in Tucson where 
there is not a lot of water of any kind to be found, and then in Florida, 
where I was able to join Bob Semler and Val Sandell at the waters 
edge in Cortez, site of a small fishing village and Coast Guard station. 
It was a great experience and I highly encourage all ASMA members 
to try and hook up with other members wherever they may be to make 
your own wonderful memories.

****************************

From Lisa Goodwin:

ASMA REGIONAL ONE NEWS

ASMA All Cape & Islands Young Maritime Artist Search and 
Juried Show -  May 6th - May 17th at Cultural Center of Cape Cod :  
This years 2nd ASMA C&I YAMS, in collaboration with the Cultural 
Center of Cape Cod, has expanded to include a juried show of high 
school marine art along with the winning works. Many of the partici-
pating high schools have planned their yearly art curriculum around 
this competition. Awards reception is Friday, May 8th at 5pm at the 
CCofCC.

ASMA YAMS Sponsor Judson’s Art Outfitters: Judson’s Art 
Outfitters, home of Guerrilla Painter products has become a generous 
supporter of ASMA YAMS.  They donated prizes for the Maine All 
State Yams and  are providing a pochade box for this years C& I win-
ner.  If you enjoy plein air painting, please check out their web site at 
www.judsonspleinair.com or call 1 - 866 - POCHADE for a catalog.  I 
personally own two of their boxes, and alot of their clever accessories, 
and love them!

ASMAregion1@yahoogroups.com - Join now!

Want to know about important events going on in the region?  Want 
to tell other members about shows or workshops you are doing?  Have 
questions? Then join now, it’s easy. Go to www.yahoo.com. Set up 
account name ( its FREE ). Go to groups and type in : ASMAregion1, 
hit button that says “join this group”.  All members can post questions, 
show or workshop info, pictures, etc. Recent post include Tall ships 
coming to Boston, ASMA artist member questions & portfolio review, 
plein air painting gathering at Maritime Festival in June, and pics from 
NE Exhibition Receptions.

Facebook Group: Region 1 has also created a facebook group 
titled American Society of Marine Artists. It can be found in groups, 
Entertainment & Arts, Fine Art.

ASMA to Paint at Cape Cod Maritime Festival June 13th & 14th:

Come join the fun at the Cape Cod Maritime Festival June 13 & 
14th , 10am - 3pm on the grounds of The Cape Cod Maritime Mu-
seum  adjoining Aselton Park on the Hyannis waterfront.  Come paint, 
sketch, take photos, or just stop by to say hello. The waterfront has 
lots of subjects to paint including fishing boats, shanties, the 1886 
Crosby Catboat replica “Sarah”, and other wooden boats. The festival 
has musical entertainment, seafood, nautical demonstrations, educa-
tional programs,  children’s activities, and more. Booths are available 
, as well,  for sale of art works For info:  capecodmaritimemuseum.
org , asmaregion1@yahoogroups.com, or Lisa Goodwin @ Goodwin-
studios@me.com

Mike Mazor solo show at Cape Cod Museum of Art:  Mike Ma-

Paint Out at Cortez
In his Regional Reports column, Mike mentions his visit to Florida 

and the plein air session he, Val Sandell and myself went on. Historic 
Cortez Fishing Village is truly that, and the area surrounding it gives 
up some of the best marine subject matter for painting. Not only the 
view from the CG base, but all around the Village one will find lo-
cal color, abandoned and working fishing boats, seafood markets and 
restaurants, collectible shops, museums and the entire Bay and Gulf 
area. The day we went out, Mike and I painted from the Station Cortez 
Coast Guard Base dock and Val wandered out into the area behind a 
fishing company’s docks. 
The next day, Mike went 
back and did the wonderful 
watercolor shown here.

A neat side story to 
this whole day of paint-
ing was while Mike and I 
were packing up, a group 
of family from the Coast 
Guard was being taken out 
on a water tour of the area 
by their local cutter. Mike 
was asked if he wanted to go along. Just as he was about to grab a life 
jacket, the siren went off and there went the water tour. A boat had 

just over turned in 
the Gulf and the CG 
was off to the res-
cue. Such is life...

zer - Maritime Paintings of South Coast is at the Cape Cod Museum of 
Art in Dennis, Ma , March 21st - May 10th.  Mike will be presenting 
a slide show May 2nd at 2pm and a Gallery Talk on May 7th at 11am.  
For more info: www.ccmoa.org

Region  1 reps Joan Colt Hooper and Lisa Goodwin welcome 
members from the Great Lakes area.  Joan and Lisa are very excit-
ed about working with the new region executive committee to develop 
membership, activities, and events in the Great Lakes area.

ASMA News Editor Bob Semler on CG dock

Mike Killelea painting on the CG dock and his second day watercolor

ASMA South Rep Val Sandell painting at Cortez Village and her oil painting

Regional Reports - Continued from Page 23
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Continued on Page 26

The Ventura County Maritime Museum has invited ASMAWEST 
(Region 5) to put together a juried show (“AQUEOUS IV”) that will 
run from October 3, 2009 through January 31, 2010.  A prospectus 
will be mailed to all Region 5 members within the next two weeks.  
The cutoff date for receipt of applications will be August 10, 2009, 
acceptance notices will be sent to artists on September 1, press 
releases and announcements will be sent to the museum’s and 
artists’ mailing lists on September 15, and the Opening Reception 
and Ribbon Awards will be on October 17. Questions can be 
addressed to Alan Ryall at alanryall@att.net or phone 925-447-
6031.

••••••••••••••••••••

As past President of the Society,  I would like to extend an 
invitation to all ASMA members to join me this summer in Italy 
for two weeks in the beautiful hill county of Tuscany. Plein Air 
painting in the morning and leisure wine tasting in the afternoon, 
this is European immersion touring at its best. Live like a local! 
Stay in villa farmhouse apartments surrounded by breathtaking 
scenery and the world-class Brunello vineyards! Explore Siena 
and the Montalcino region by car, taking in the ancient hill towns 
and wineries, exploring museums and castles, and discovering the 
region’s best food and wine. With 35 years of travel experience in 
Europe, my associates at Untours will coordinate all the logistics, 
including your flights, rental car and accommodations. And your 
on-site host will welcome you with the best local tips and insider 
information. I promise you an experience that it is a true taste of 
Italy, the people, the culture and the time to paint it and savor it. 

  In the morning , We will discover the beauty of the Tuscany by 
brush as I lead you to many of my favorite spots then during the 
afternoon visit some of the greatest vineyard of the region with our 
expert. Our wine expert, Dr. Gary Pavlis will open the gates to the 
best vineyards of the  Brunello region for you, as head of the wine 
program at Rutgers University, I promise you will experience a new 
dimension and appreciation of wine that will last a lifetime.  The Art 
Untour: I will host 6 morning painting sessions, open to all levels of 
experience, including beginners. I have scoped out the most scenic 
spots for painting al fresco. Join me for all 6, or just try a few! The 
Wine Untour: Join Dr. Gary Pavlis, from Rutgers University,  our 
wine expert as he tutors you on the basics of wine tasting and then 
hosts you for 6 afternoon sessions of vineyard tours and tastings. 
Discover why Brunello is king! Join all sessions, or as many as you 
like.

Do it all! Wine and art events are scheduled at different times of 
day, so it’s possible to attend any and all painting and wine events! 
Plus optional food and cooking events are available for an extra fee. 
In addition for each ASMA member that joins us we will make a 
donation of $50 back to the Society. For more information visit our 
website: http://www.untours.com/arttours  or call me at my studio 
609-398-3753. The dates are July 29th through August 12th, 2009. 
Total cost including flight, car and villa is less than $4000. 

KimWeiland

Exhibitions, Painting and Gallery
Opportunities INSTRUCTIONS FOR

ASMA WEBSITE SUBMISSIONS
AND LINKING

1. Artist Members and Fellows are invited to sub-
mit images of their work for posting on the ASMA 
website. No more than 3 images per member will be 
posted.

2. Existing ASMA website images can be main-
tained for another year by paying an annual mainte-
nance fee of $10 (paid by check to ASMA). Include a 
list with your name and images to maintain.

3. Artist Members, submission fee is $65 for selec-
tion and image processing paid online through Juried 
Art Services. Submit up to 6 images total, up to 3 
images may be selected for posting on the website. 

The fee covers the installation and identification 
of images on the Website, plus one year’s annual 
maintenance. Go to www.juriedartservices.com for 
instructions.

4. Artist Members elected in 2008 and 2009 may 
use images from their portfolio that have already 
been submitted. In this case, it is unnecessary to go 
through JAS. Mail a payment of $40 to ASMA, in-
clude your name and a list of 3 images for the web. 

5. Fellows should submit three (3) digital images 
in jpeg form (JPEG images at 150 dpi 8”x10” size) 
along with their names and the titles and sizes and 
mediums of their artwork directly to Len Mizerek 
mizerek@aol.com. Annual fee of $40 paid directly to 
ASMA

6. Artist Members and Fellows may have a link cre-
ated between the ASMA website and their own, for 
an annual Linking fee of $40. Details will be pub-
lished in the next newsletter.

All required fees are not refundable.

Submission Begins: May 1
All entries, no later than deadline June 1, 2009 

All checks to: ASMA
P.O. Box 247, Smithfield, VA 23430
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16th Annual

Marine Art Exhibit
July 11 - Saturday, September 19, 2009

Submission deadline:
Postmarked by Saturday, May 09, 2009

Background:

Coos Art Museum continues its tradition of hosting an annual Mari-
time Art Exhibition on the scenic southern Oregon Coast. Coinciding 
with the opening of this annual maritime art exhibit is the Plein-Air/
Paint out event for maritime painters. A day of painting outdoors on 
the Coos Bay; the city docks, shipyards, boat basins, sandy beaches, 
rocky coves, rugged shorelines, dramatic cliffs, lush rain forests and 
cultured gardens that are all within 10 miles of the Coos Art Museum. 
The 16th Annual Maritime Art Exhibition is officially recognized and 
co-sponsored by the American Society of Marine Artists (ASMA).

Featured Artist: Buck Braden is a resident of Tualatin, south of 
Portland, Oregon. He is widely known for both maritime painting and 
for figural work. Buck received his M.A. from Fort Hays State Univer-
sity in Hays, Kansas and studied figure painting at Pacific Northwest 
College of Art in Portland. His maritime paintings have been exhib-
ited at the Maritime Museum of San Diego, Newport Harbor Nautical 
Museum, Oregon Maritime Museum, and Mystic Maritime Gallery in 
Mystic, Connecticut. Buck has shown at Coos Art Museum’s Annual 
Maritime Art Exhibition since 1994 and has exhibited in the museum’s 
Expressions West competition. Buck is an ASMA member.

Juror: Louis Gadal is a native Californian. He studied extensive-
ly at the Chouinard Art Institute also in Los Angeles. Gadal’s media 
of choice are watercolor, acrylic and egg tempera. He is a signature 
member of the ASMA and American Watercolor Society. Louis is also 
a member of the International Society of Marine painters and the Na-
tional Watercolor Society. He has an extensive list of exhibitions both 
locally and nationally. In 2002 he was the winner of Best of Show and 
People’s Choice Awards at the Coos Art Museum’s Annual Maritime 
Art Exhibition.

Juror: Paul Mullally is a resident of Seattle. He earned his art de-
gree from Seattle University and studied at the Art Students League 
in New York.  Paul also spent two years painting at the Palette and 
Chisel Club in Chicago.  Paul has participated in many invitational ex-
hibitions including the Great American Artists, in Cincinnati and the 
Masters of the American West, at the Autry Museum in Los Angeles. 
This June, he is showing at the Salmagundi Club in New York City as 
a part of the exhibition, Richard Schmid and His Influence. Paul is a 
Fellow of the ASMA.

Juror: Dutch Mostert is a member of the ASMA. Using transparent 
watercolor, he creates works that reflect the everyday scenes of the 
waterways and working boats of the Pacific Northwest. Born in Hol-
land, the son of an artist, Mostert’s early visual impressions were in-
fluenced by ships and barges working the canals and waterways in his 
European hometown. Traveling through Europe, Africa, the Middle 
East and the Pacific helped to influence Dutch as an artist. Mostert 
resides in the Coos Bay, Oregon area and works from both studio and 

location. 

Eligibility:  

• Open to all members of American Society of Marine Artists, In-
ternational Society of Marine Painters and artists who create marine 
related two-dimensional original paintings in oil, acrylic, pastel, wa-
tercolors or sculptures. 

•  If you are submitting a work that is part of a series, the submitted 
piece MUST be unique and distinguishable from any of your other 
works of art. 

•  Works that have previously been exhibited at Coos Art Museum 
are NOT eligible.

•  Submissions are to be ‘recent works’, ones that have been created 
within the past five (5) years (created in 2004 or newer).

•  Prints (photo serigraphs, digital or giclée) and photography are 
not eligible.

•  Works that are accepted must be the same as the digital images or 
slides entered.

•  Paintings framed size limitation of five (5) feet in any one 
direction and a weight limitation of 20 lbs. 

• Sculpture weight limitation of 25 lbs.

Submissions 
Artist may submit a total of up to three (3) entries with a single, 

non-refundable entry fee of $35. Submissions can be either slides or 
digital files. 

 Slides must be 2” by 2” mounted, each marked with the artist’s 
name and title of the work.  

•  Please denote the top of the work on the slide and submit in a 
plastic jacket.  

•  No glass-mounted slides will be accepted. 

Digital files must be in a .tif or .jpg format on one CD-ROM. 
•  Do not insert any identifying information on the image file. No 

artists’ name, title, copyright, etc. It is Okay, however to have the 
title of the image in the title of the file.

•  Max file size of 6MB, minimum resolution of 150 dpi, maximum 
resolution of 300 dpi. 

•  DO NOT SUBMIT SLIDE SHOWS, FLASH FILES, 
THUMBNAILS etc.

•  All CD-ROM’s must be labeled on the CD with the artist’s name 
and title of work(s).

• NO SUBMISSIONS VIA EMAIL ALLOWED!

Submission Deadline

Submissions deadline is a postmark of May 09, 2009, received 
no later than May 15, 2009.  Include a check or money order for $35 
for up to 3 entries, made out to the Coos Art Museum (non-refundable 
entry fee) with the submissions and completed entry form. Send to: 
Coos Art Museum, 235 Anderson Ave., Coos Bay, OR 97420. ATTN: 
Maritime. Include with your entry a resume and a self-addressed, 6x9 
stamped envelope (SASE) for submission returns and acceptance/
rejection letter information. 

Notice of acceptance/rejection will be sent via US MAIL by May 
29, 2009.

General Specifications for Accepted Works of Art

Detailed information regarding artwork specifications will be sent 
with acceptance notifications. However, all accepted painted works 
must be framed and ready for hanging prior to arrival, and be no 
more than five (5) feet in any one direction, including the frame, nor 
weigh more than 20 lbs. All accepted sculptures, must be no more 
than five (5) feet in any one direction nor weigh more than 25 lbs. All 

Exhibitions, Painting and Gallery
Opportunities

Continued on Page 28
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235 Anderson Avenue • Coos Bay, Oregon 97420
phone: 541- 267-3901   fax: 541-267-4877   www.coosart.org
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accepted works will be insured by the Museum from time of arrival 
until departure.

SALES

Works in the exhibition may be available for sale. Artist agrees 
to donate 30% of any sale to Coos Art Museum. Artist is to be paid 
three weeks from end of show. Please price your works with this in 
mind.  Your entry confirms all terms of this agreement.

Shipping of Accepted Works of Art

Detailed information regarding shipping will be sent with accep-
tance notifications. However, each accepted artist is responsible for 
the cost of transporting artwork to and from the Coos Art Museum. A 
$20 handling fee will be charged by the Museum for artwork that is 
shipped to the Museum without prepaid arrangements or prepaid ship-
ping label in addition to shipping charges. The handling fee covers the 
time and effort to uncrate, inventory, tag, re-crate works of art and to 
work with couriers and shipping companies. 

Judging and Awards:

Panel of 3 maritime artists will jury the submissions. 4 awards will 
be given out at the opening reception followed by the Plein Air Paint 
out event and dinner on Saturday, July 11, 2009.

•  Best of Show - selected by Buck Braden, ASMA member and 
Featured Artist.  

•  Oregon International Port of Coos Bay Award - selected 
by Port Official.

•  Coos Art Museum Board of Directors Choice - selected by 
the CAM Board of Directors.

People’s Choice Award - selected by a vote of museum attendees. 

Important Dates: 

•  May 09, 2009 -  Deadline for submissions sent to Coos Art 
Museum. 

•  May 29, 2009 -  Notification of acceptance/rejection and 
return of non-selected submissions. 

•  June 26, 2009 -  Deadline for registration for Plein-Air Paint 
Out and Dinner. 

• July 03, 2009 -  Deadline for receiving accepted artwork.
•  July 11, 2009 -  Opening Reception and distribution of 

awards.  
• July 11, 2009 -  Plein Air Paint Out, art auction and dinner.
•  Sept. 19, 2009 -  Exhibition closes at 4:00 pm. Hand retrieval 

of artwork from 4 - 6pm.
•  Sept. 20, 2009 - Hand retrieval of artwork from 10 - 2 pm.
• Sept. 22 - 24, 2009 - Artwork returned via couriers.

Editors Note: You may wish to Photocopy the Coos Bay Entry 
Form of Page 27 instead of cutting up this beautiful Newsletter!! 

In Fact, I’m sure Coos Bay would appreciate it that way.

Exhibition Opportunity: Coos Bay - Continued from Page 27

A Few Photos from the Spartanburg, SC 
opening of the ASMA

30th Anniversary Exhibition

Fellow Mike Karras; Spartanburg Art Museum Director, Scott Cunningham and 
Fellow Charlie Robinson 

Mike and Charlie are apparently pleased with the painting they are viewing

ASMA South Rep Anne Brodie Hill and 
Fellow Mike Karras

Thanks to Fern Karras 
and Barbara Robinson for 
these fine photos taken at 
the Spartanburg Art Museum 
opening. Unfortunately the 
weather did not cooperate 
according to Charlie, being 
about 37 degrees and raining 
like the hammers of ...well, 
you know. He said the South-
ern hospitality of the event, 
however, made up for the 
horrid weather. It did keep 
some artists away, though.

Newsletter Deadlines
• January 2nd
• July 1st

• April 1st
• October 1st

hELP wANTEd
Here’s the perfect opportunity to get away from the boob 

tube and profit from it, besides! Be a volunteer within your own 
Society. ASMA is always looking for members who wish to con-
tribute time and talent in so many aspects of what we do here. 
Fundraising, Regional assistance, planning special events, you 
name it. Sometimes it’s as small a project as stuffing some enve-
lopes if you’re near an on-going project. Now is the time to give 
ASMA a call, or email us with your interests. Start by contacting 
your area Representative, or go right to the source: asma1978@
verizon.net. And did I mention profit? What better way to profit 
than lending a helping hand and doing something for your own 
Group! BE A VOLUNTEER!
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Plymouth Meeting and 
Fellow Ian Marshall’s painting 

of the USS Augusta

Plymouth Meeting

In the US Navy Museum at the Navy Yard in Washington DC there 
is a section devoted to collaboration with the Royal Navy during two 

world wars.  Amongst the exhibits is the guest book of the cruiser USS 
Augusta, opened to the page where it was signed at Plymouth on Au-
gust 2, 1945.  Signatures include those of President Harry S. Truman, 
His Majesty King George VI, and a dazzling array of Allied diplomats 
and top brass.  The Augusta was an 8”- gun cruiser completed in 1931.  
She served as flagship of the Atlantic Fleet throughout the Second 
World War, taking President Franklin D. Roosevelt to Newfoundland 
in 1941 to meet with Winston Churchill, and she took part in the North 
African landings and in the cross-Channel invasion on D-day in 1944.

It was immediately after the Potsdam Conference, following the 
German surrender but before the end of the war with Japan.  The Pres-
ident flew from Berlin to Plymouth, where he was to board Augusta 
for the return to Washington.  It was during that voyage that he gave 
orders for the dropping of the first atomic bomb.

In Plymouth, the president was invited to lunch with the king on 
board the battle cruiser HMS Renown.  This ship was completed in 
1916, she was a veteran of both world wars, and during the second 
she was engaged many times in the North Sea, the Mediterranean, the 
Indian Ocean and in the Atlantic.

After lunch the king asked to see over the Augusta, and the two 
heads of state crossed to the other ship in the admiral’s barge.  The 
king had a personal interest; as a young man he followed a career in 
the navy, and he served as a junior officer in a battleship which took 
part in the Battle of Jutland.

We know that it was a misty summer’s day in Plymouth Sound, 
and that there were three ships anchored within the breakwater.  The 

third was the new cruiser USS Philadelphia, which was to escort the 
Augusta across the Atlantic.

It seemed to me that this event would make a fine subject for a 
painting, with all the panoply of flags which would have been worn 
for the occasion.  The three fine ships, each of a different generation, 
must have made a stirring sight.

The sequel

Some time after painting Plymouth Meeting, I was asked to take 
part in a conference at Yale.  Somebody asked 
about the sort of thing that gives rise to the idea 
for a painting.

A naval historian who was sitting next to me 
at lunch chuckled as I spoke.  “That’s a funny 
thing,” he said.

“I was a quartermaster on the Augusta a year 
later.  It was my job to clear the ship ready for 
handing over to dockyard personnel for moth-
balling.  I was the last navy man aboard.

Looking around the wardroom, I spotted the 
guest book.  Nobody is going to need that again, 
I said to myself, it will probably be trashed.  So 
I “liberated” the book, concealed it in my kitbag, 
and walked off the ship.

My parents had rented a cottage on Martha’s 
Vineyard.  When I went home on leave I proudly 
showed it off with all its famous autographs on 
the page of August 2, 1945.

My father, a retired Navy Captain, fixed me 
with a stern eye.  ‘After breakfast, young man, 

you will wrap it well in cardboard and brown paper tied with string, 
and mail it to the Navy Historical Branch in DC,’  I’m glad to see they 
made good use of it.” said my historian friend.

Plymouth Meeting, HMS RENOWN, USS AUGUSTA and
USS PHILADELPHIA, Plymouth Sound, England, August 2, 1945.
21” x 28”   •   Watercolor
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C O N T E M P O R A R YA M E R I C A N  M A R I N E  A R TA m e r i c a n  S o c i e t y  o f  M a r i n e  A r t i s t s
3 0 t h  A n n i v e r s a r y  E x h i b i t i o n

The 30th Anniversary 
Exhibition 107-page 
color catalog is available to all 
members for $16.95 ea. (Members with work in the 
exhibition: $10.00 ea). Send a check or money order (US dollars) for $16.95 
(or $10.00 if that applies) per catalog + S&H (see below) payable to ASMA along 
with your name, shipping address and phone number.

Members Appearing in Catalog

$1000*
Each

ASMA Member Discount Price

$1695*Or
*1 catalog add $4.95; 2 add $5.50; 3-5 add $6.95; 10 or more add $12.00

o Please send __________copy(s) of the ASMA 30th Anniversary National Exhibition Color Catalog. 

Enclosed is my check/MO for _____________which includes_____________shipping and handling 

costs.   ( o I am an Exhibiting Member )

*Please allow 6-8 weeks for delivery   **Please note: Retail Price is $19.95 at museums.

Name .............................................................................

Address .........................................................................

City .............................................. State .... ...Zip .............

Phone ............................................................................

E-Mail .............................................................................

Please make checks payable to 
“ASMA”

and mail with this form to:

ASMA 30th Anniversary
Color Catalog

PO Box 247 • Smithfield, VA 23430

Each


