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Constantin Brancusi (1876- 1957), 'Fish'
1924, brass and steel, 6 x 20 inches

Upcoming
June - July, 2020

18th National, Revised Schedule *
Jamestown Settlement
GulfQuest Maritime Museum
Burroughs-Chapin Museum of Art in Myrtle Beach, SC
Minnesota Marine Art Museum
Chesapeake Bay Maritime Museum

March-December 2020
Now online only Fall 2020
January-April 2021
June-September 2021
Fall 2021

(*dates may change due to Covid-19 related delays and closures)
June 16-20, 2021

4th National Marine Art Conference
Join us for presentations by the country’s top marine artists, writers and scholars at the fourth National Marine Art
Conference in beautiful Winona, Minnesota, as well as the Opening Reception of the 18th National Exhibition at the
Minnesota Marine Art Museum, a world-class museum.
We are optimistic for a healthy summer in 2021 and will take whatever steps and precautions are necessary to provide a
safe and enjoyable event. Look for more information to come, but please mark your calendar.
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FROM THE PRESIDENT
Lisa Egeli, Churchton, Maryland
Dear Members,
Why belong to an organization like American Society of Marine Artists? We
ask ourselves this when we first join, then again each year when we pay our dues,
and even more so when we begin contributing our time and money to support the
work of the organization. It’s healthy to ask the question, and important to
remember that the strength of the Society is the people that it brings together.
Together, we more effectively show the world what we do. Together, we can learn
and find new ways to improve our work. And together, we can inspire each other
and support other, even through trying times.
Here we are in the midst of a global pandemic, with nearly everyone either
isolated at home or just emerging from isolation, museums and galleries have
been shuttered and events are cancelled. Some artists are appreciating the sudden
abundance oftime to create, others are worrying about how to sell their work, and
many are struggling with the isolating and uncertain times.
We are also seeing our nation face the ugly racism that has been with us from
our very beginning. It’s a good time to consider that we are stronger when we
listen to one another, and understand that not everybody enjoys the same
American experience. I’ve always been proud that ASMA is unique in including
diverse media and styles within the art we represent, but I believe we also need to
represent more racially diverse artistic voices.
I’m grateful to belong to a Society that supports and connects and grows. I’m
grateful for the amazing friends and colleagues I saw at our National Marine Art
Conference in March, for the reopening of our magnificent 18th National
Exhibition at Jamestown Settlement, and for the beautiful News & Journal you’re
reading now.
Thank you for being a part ofour Society and all that makes it great, and let’s
make it even better.
Be well,
Lisa
Lisa Egeli, President and Fellow, ASMA
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The American Society ofMarine
Artists is a non-profit organization
whose purpose is to recognize and
promote marine art and maritime
history. We seek to encourage
cooperation among artists,
historians, marine enthusiasts and
others engaged in activities relating
to marine art and maritime history.
Since its founding in 1978, the
Society has brought together some
ofAmerica’s most talented
contemporary artists in the marine
art field.

OUTSIDE THE GARDEN WALLS
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ABOVE: Ronal Parlin, Traveling Sisters,

oil, 12 x 16

by Nick Fox
As members of the American Society
ofMarine Artists, we often feel confident
we know and are seeing the best of
America’s marine art. But as a frequenter
of galleries, exhibitions and art
association shows I’ve discovered a whole
world of marine artists out there that I
never knew about. Many of them don’t
self-identify as marine artists. They’re
simply painters and sculptors who find
themselves by the shore. And then there
are hard-core marine artists who are so

focused on their work and their milieu
they’ve never needed to find a society
beyond the ones that nurture and support
them.
Because our mission is dedicated to
promoting and educating ourselves and
the public about marine art, we’re taking
the time to present some of the
outstanding artists who might be
members of the Society, but aren’t--at
least yet.
I’m running through these guest artists
alphabetically, as there’s no way to rank
them otherwise.
First up we have J.C Airoldi, who
earned her BFA from Massachusetts

College ofArt and Design in Boston. She
led a successful career in commercial
graphics for nearly 10 years – creating
storyboards, character portraits and
special effects animation for several ofthe
nation’s leading computer game
companies before pursuing her lifelong
dream ofpainting professionally in 2002.
Armed with a knowledge of balance,
scale, color harmony, and texture (the
tools of both the painter and the
designer), J.C. embarks on each painting
as an individual journey. She feels that her
paintings are the result of "taking the
time" to experience the wonders she finds
everywhere in nature.
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Todd Bonita, who fell in love with the
ocean while growing up in Winthrop,
Massachusetts, a small New England
harbor town outside of Boston. After
graduating from the Art Institute of
Boston, he continued post baccalaureate
study ofclassical painting and drawing at
the Pennsylvania Academy ofFine Arts in
Philadelphia.He focused full time on fine
art oil painting in 2006 and currently
maintains a small studio space at The
Button Factory artist studios in
Portsmouth, New Hampshire. He owns
and operates the Todd Bonita Art
Galleries in Ogunquit, Maine and
Portsmouth, New Hampshire and is a coowner of, and teacher at the Ogunquit
Summer School ofArt.
James Coe began to paint as a teen
when he and a friend set out to compile a
guide to the local birds. At Harvard, he
earned a bachelor’s degree in biology, and
then attended Parson’s School of Design
6

in New York as a graduate student. There
he studied in a traditional atelier setting,
working primarily from the figure and
still life, under the guidance of painters
Paul Resika, Leland Bell, and John
Heliker. After school, Jim got into field
guide illustration. He contributed work
to several books, including Easy Bird
Guide: West, Birds of New Guinea, and
Frank Gill’s classic college textbook
“Ornithology.” He is best known as the
author and illustrator of the acclaimed
Golden Field Guide: Eastern Birds. After
fifteen years in the field guide world, he
turned his attention to painting
landscapes in plein air. Jim is a Signature
Member ofthe prestigious Oil Painters of
America, as well as the American
Impressionist Society and Society of
Animal Artists. As a member of the
Board of Directors of the Society of
Animal Artists Jim currently serves as the
Jury Chair and oversees the selection of
the SAA's annual exhibition.
Marc D’Alessio was born in Los
Angeles in 1972. From the age of6 to 10
he lived in the Fiji Islands where his father
was a regional director of the Peace
Corps. The beauty of Fiji and his native

California instilled in him a love of the
natural world. His foundation in fine art
began at the University of California at
Santa Cruz where he originally studied
biology. Art instructors Patrick Ahern
and Hardy Hanson introduced him to
plein air landscape painting and
academic drawing, respectively. After

J.C. Airoldi, Sanctuary, oil
on canvas, 18 x 24
OPPOSITE LEFT BELOW: Todd Bonita, Ripples,
oil, 38 x 48
ABOVE: James Coe, Lighthouse Geometry, oil
on linen, 18 x30
BELOW RIGHT: Ken DeWaard, Calmer Waters
Ahead, oil, 18 x24

OPPOSITE LEFT:
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finishing Phi Beta Kappa in 1992 he
moved to Italy and trained at Charles H.
Cecil Studios in Florence from 1992 to
1996. Cecil Studios is a traditional
painting atelier directly descended, via
R. H. Ives Gammell and William
Paxton, to the Ecole des Beaux Arts in
Paris under Jean-Léon Gérôme. Today
the school maintains a rigorous drawing
and painting curriculum similar to the
Academies of 19th-Century Europe.
Cecil taught us the Nietzschean idea of
the dichotomy of Apollonian and
Dionysian elements in art. The premise
being that great art is the result of the
merging of strong emotion and passion
with analytical precision and dexterous
skill, honed through years of
monotonous and repetitive study. My
painting is an attempt at letting nature
depict itselfwithout overt interference of
personality or ego.
After Ken DeWaard received his
Bachelor of Arts with honors, he began
working in a commercial art studio in
Chicago. He continued his studies at the
8

American Academy of Art, where he
studied with nationally recognized
watercolorist, Irving Shapiro. Upon
Irving's recommendation Ken joined the
acclaimed Palette and Chisel Academy of
Fine Art in Chicago, where he soon began
studying with Scott Burdick as well as
Dan Gerhartz. Ken travels throughout
the United States as well as Italy and
China. He has won numerous awards
around the country in many of the top
Plein Air Competitions including the
coveted Artist Choice awards, Best of
Show, along with a host of various other
awards. He has spent many a day painting
the Italian hillsides, American vistas, and
beauty wherever it finds him.
Art has been an important factor
throughout Steven Hileman’s life.
Growing up in Hollidaysburg,
Pennsylvania, Steven spent countless
hours developing his skills through
personal study and his various art classes.
At Pensacola Christian College in
Pensacola, Florida, Steven studied under
accomplished artists who grounded him

ABOVE: Marc Dalessio, Boats Behind the Operahouse, Copenhagen , Oil on Panel, 7.9 x 11.8

OPPOSITE: Steven Hileman, Monument Cove, Oil,

24 x 24

in the basic principles of art and
encouraged him to pursue excellence
through knowledge and discipline. After
earning his degree in Communications
with a concentration in Commercial Art,
Steven spent three years as a staff
illustrator for A Beka Books, Inc., a large
publishing company in Pensacola. On his
own time, Steven continued to develop
his painting skills, and also began
exhibiting his paintings in juried shows
around the country. Leaving his
illustration job behind, Steven and his
family relocated to Maine, where he
began pursuing painting full-time.
Shortly following this transition, Steven’s
paintings began receiving more
recognition through various galleries and
shows, and today, they continue to draw
the attention ofart lovers and collectors.
Following her move from England to
the US as a teenager, Jane Hunt received

her B.F.A. in illustration from the
Cleveland Institute ofArt. After working
as an illustrator for several years, Hunt
eventually returned to her true love:
landscape oil painting. A sought after
instructor, she holds the distinction of
receiving the most annual Oil Painters of
America awards (5 in 2018). Hunt's
paintings have been featured in Fine Art
Connoisseur, Southwest Art, Art of the
West, Mountain Living, Luxe, and Plein
Air Magazine. The artist's works have

won over 200 awards and have been
exhibited at notable galleries and
museums internationally. She's
represented by galleries across the
US, as well as her native England.
Now based in Colorado, she
frequently paints plein air, and
continues to be awed by the beauty
surrounding her.
Ronal Parlin started drawing at
nine years old, and painting when he
reached high school. Growing up in

a big, musical family, he often found it
necessary to escape to the peaceful place
he found in art and working from nature.
In 1975 I graduated from New England
School of Art in Boston, married my
childhood sweetheart Annette and
moved into a 12 x 16 foot log cabin.
Since then, Ron’s built a family of his
own, with three children. They now live
in an 1850 cape farmhouse in Temple,
Maine, where he built a studio (Annette,
his wife is also an artist) in an attached
9
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barn. His work has graced the covers of
numerous books and magazines and is in
private and corporate collections across
the country, including MBNA New
England, Dean Witter Reynolds,
Timberland and Sears Roebuck’s
Executive Collection in Chicago.
Forrest Rodts graduated from Hobart
College in upstate New York in 1983
with a BA in economics and a minor in
fine arts. Growing up, he spent summers
in Siasconset on Nantucket and in 1982
began showing his paintings with the
Artists Association of Nantucket. In
1988 he had his first solo exhibition in
Nantucket and he has been painting
professionally ever since.
Rodts’ finely detailed land- and
seascapes reflect his love ofthe ocean and
the unspoiled serenity of New England’s
coastline, and have earned him an
enthusiastic following. Rodts’ landscapes
capture the realism of sunsets, stormy
skies, sparkling blue oceans and whitecapped waves. The artist has recently
turned his attention toward producing

dramatic works that reflect his longstanding interest in marine history
and the sailing tradition. Rodts has
won numerous awards as a member
ofthe Copley Society ofBoston, the
Artists Association of Nantucket
and the Marblehead Arts
Association. His work can be found
in private collections throughout
the United States, Canada and
Europe. He lives with his wife and
two sons in Massachusetts.
Speaking and corresponding with
this inspiring group of artists was a
true pleasure, and we can all look
forward to seeing more oftheir work
in the future. I want to thank Bill
Farnsworth, F/ASMA, Michael B.
Karas, F/ASMA; Sheri Farabaugh,
F/ASMA; and Mark Shasha,
ASMA for introducing me to the
artists with whose work I was unfamiliar.
- N.F.

OPPOSITE:

20 x 16

Jane Hunt, Boats at Dusk, oil,

ABOVE:

Ronal Parlin, Searsport Shuttles,

BELOW:

Forrest Rodts, Scheherazade, oil,

oil, 40 x 30
24 x 36
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VITA :

H OLLY B IRD
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by Nick Fox

Interviewing Holly Bird was a little
like trying to take a sip ofwater from a fire
hose. The artist, printmaker, teacher, art
director, animator, graphic designer and
illustrator has, like so many artists,
followed the example of Odysseus,
finding her creative home only after a
journey ofepic proportions.
And like Odysseus, she comes from a
distinguished maritime lineage. Her
grandfather, John LeGrand Bird, worked
on inertial guidance systems for the US
Army Air Corp. and the Navy through
World War II and the 1950s before
founding J.L. Bird Engineering in
Greenwich, Connecticut. He had several
successful patents, including the Bird
Propeller Lock used by the Navy, the
Bluenose II, the current America and
many big sailing yachts. He built each
device by hand in his custom-built tool
and die shop in the basement of his
house. Her father, also John L. Bird, was a
marketing executive at Homelite Engines
(later Fisher Pierce) in Port Chester, New
York until moving to the Sunshine State
for the first time to manage the
Melbourne city marina. After a brief
return to Ridgefield, Connecticut, her
family moved back to Florida to the
North Palm Beach area when she was six,
and her father became a sales
representative for Boston Whaler. He
later became a sales rep for Cape Dory
and a marketing executive for Shamrock,
CSY Yachts, and Blackfin Marine, so
Holly grew up surrounded by boats.
Beginning in 1970, when they settled
on the southern tip of Merritt Island
between the Banana River lagoon and
Indian River, Holly became a sailor. Her
father, who’d been a traditional, old
school racer on Long Island Sound,
taught her at the age of nine in a Boston
Whaler Squall demo boat and later on she
commandeered the resident 14’ Cape
Dory Handy Cat demo boat by painting
the name Grimalkin on the transom

without permission. It was the only demo
boat her father ever bought from a
manufacturer.
The family moved down to Fort
Lauderdale in 1977 where she would sail
her fourteen-foot catboat around the
turning basin in Port Everglades with the
submarines and cruise ships all around
because it was the only inland water
where she could get up a tack for more
than five minutes. As a self-proclaimed
“nerd-girl” in a tiny, traditional boat in a
busy port, Holly got lots of support, like
being offered tows under the 17th Street
Causeway bridge against the tide. As an
expertly trained sailor, she never took
risks and maintained the highest quality
ofseamanship and harbor safety.
When she wasn’t sailing, Holly
devoted much ofher time to drawing. At
an early age, Holly’s father had given her
his engineering Rapidograph pens, and
she received her grandfather’s precision
drafting tools as a gift, which allowed her
to copy not just Prince Valiant from the
Sunday paper, but also the illustrations in
her fairy tale and adventure books, many
of which were done by Brandywine
School artists--Howard Pyle, and N.C.
Wyeth and also Arthur Rackham,
Elizabeth Shippen Green, Franklin
Booth and many more.
In high school in Fort Lauderdale,
Holly continued with art, doing
illustrations for the school and local
papers and taking airbrush classes at the
Fort Lauderdale Art Institute. The family
moved aboard a converted 72’
Chesapeake Bay oyster barge “Buy Boat”
when Holly graduated from high school
in 1978.
“All through high school, I was a giant
nerd drawer. I drew dragons and the
Millennium Falcon, and was doing
mostly pen & ink. My first job was
drawing ink caricatures for Broward Life
Magazine for the election year. I was
already doing spot illustration jobs. I

All works by Holly Bird, ASMA

OPPOSITE: Solla Sollew, multiple-color
linoleum block print, oil-based inks,
printed by hand on Hosho, 5 x 7
ABOVE: artist Holly Bird in her studio
BELOW: Ondine, Copper plate etching
with aquatint, oil-based umber ink,
printed on Rives BFK, 6 x 9
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wanted to be a commercial illustrator in
advertising and editorial, and then I ran
into the giant brick wall of UF’s art
department, where they hated
illustration. It was anathema.”
Holly entered the University ofFlorida
Fine Arts program in September of1978.
“At the time, in fine arts departments
around the country, it was all about
Concept. Representational art was out.
You would go ahead and get your
requisite figure drawing in, but after that,
ifyou did realism, forget it.” She evinced
such an interest in pursuing classical
subjects, her drawing professor freshman
year told her “You’re just going to end up
being a K-Mart artist.” Later, in a design
class, another teacher told her “It’s like
you just want to be a comic book
illustrator.” In the back of her mind, she
said, “Yeah, you know? I do!”
Holly entered UF’s Graphic Design
program, which is one of the best in the
country now, but in 1978 the University
of Florida was the country’s number one
party school. Despite the atmosphere,
Holly couldn’t be held back. And then at
the end of her freshman year, something
interesting happened.
A friend, for whose family Holly had
babysat in Fort Lauderdale, brought her
skills to her father’s attention when he
needed an artist. Ted Swanson was a
feature film production manager, famous
for heading up Rocky, with Sylvester
Stallone. Swanson was working on a new
picture and called Holly, “So, you’re still
doing that art thing, right?” Holly said
she was, and he said, “Do you want to
come work on a movie for me?” It turned
out Swanson was in need ofa storyboard
artist to work with first time director
Harold Ramis. The film was
Caddyshack. A couple of days later, she
was driving out to the Rolling Hills Golf
All works by Holly Bird, ASMA

Hand-drawn storyboard frames,
Cocoon — The Return
LEFT: Printing the final key block of Solla
Sollew by hand with a glass baren and a
wooden spoon.
OPPOSITE: Ghosting Along, multiple-color
linoleum block print, 8 x 9.5
ABOVE:
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Course in Davie to interview with Ramis
and Doug Kenney. “They looked at my
portfolio and said I was hired.”
Holly learned on the job, in close
consultation with Ramis and the film’s
cinematographer, learning as much about
the science of storyboarding as
contributing to the production. She
would go on to storyboard another five
feature films, including Cocoon - The
Return (1988). (See illustration.).
Back at school, Holly took etching. “I
loved it. Rather than taking painting, I
was drawn to printmaking. It was either
going to be stone lithography or etching,
and I was drawn to etching because it’s
more about draughtsmanship. I loved it
so much I found myself drilled in there
until 2:30, 3:00 in the morning, working
all by myself in the print studio, which
was frightening and scary for women
back then. Oh, no, I’m by myself. But the
hours would just roll by.”
She studied with Ken Kerslake, the
well-known printmaker. “He was
wonderful--I was an undergrad. It was an
elective. He really didn’t spend a lot of
time with us. But what he did teach me
was fantastic. I’d had done a little
woodcut in high school, but it was
etching in college that really got me, even
though I never thought I would be able to
do this at home.
Holly graduated with a Bachelors of
Design in Graphic Design. (“Which is a
BFA with extra course work in Graphic
Design.”)
“I was one of the last group of the
traditionally trained graphic designers-the day of paste up with wax and
typesetting galleys, I graduated in ‘82.
The transition to desktop publishing
happened on my watch. I was a very early
adopter. In 1987, I was art director of a
magazine called Tampa Bay New Homes,
and they plopped these boxes on our
desks. They were Mac IIs, it was 1987,
and they said, ‘put the next issue out on
these machines’.
“I’m a technology hound, and I
embraced it fully. But I also recognized
that this may not be good for us in the
long term for how many jobs this is going
to replace. And I was right, but I was there
at the start of the desktop revolution,

which also got me into my jobs later as a
3D animator for television.
“I did a lot ofcorporate consulting: as a
desktop publishing trainer for Home
Shopping Channel; running the first
four-color digital service bureau in
Tampa Bay; and as a fully-digital, print
magazine art director all through the late
80s and into the ‘90s. I started full-time
at WTVT in Tampa in 1992 (a CBS
affiliate, which later became part of the
Fox network) which was one ofthe largest
stations in the country. I was very
immersed in technology, managing the
staffon the Quantel paintbox, and either
doing Softimage 3D animation or using
the Mac for all ofthe print production for
the station.
“In 1999, I left the corporate television
world, took my design and prepress skills
and taught them at the University of

South Florida (USF), and at the
International Academy of Design and
Technology (IADT) in Tampa. I taught
digital
pre-press,
QuarkXPress,
InDesign, Photoshop, and drawing for
animation as an adjunct. For years, I was
doing very little with pencils and ink and
paint, but it was a heady time to be
making digital art.
“By the time I lifted my head up out of
the digital thing to look around, I realized
I was really tired ofstaring at a computer
screen and I had not been doing enough
art using real tools, and that was one of
the things that drove me away from being
a designer.”
Holly met her husband, contractor
Robert Carr at the University of Florida
through the Society for Creative
Anachronism. (A living history group
pursuing research and re-creation of pre15
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seventeenth century skills, arts,
combat and culture.) Though
Robert was in the College of
Building Construction, their
mutual interest in SCA brought
them together. They moved to
Clearwater, FL in 1983 to start
their careers in construction and
graphic design and founded that
city’s SCA group, eventually
moving to Palm Harbor where
they live now. Robert built a
hurricane shelter that doubles as
Holly’s print studio and houses
her 27” Richeson etching press.
While she might have moved
to New York to get into the book
publishing world as an illustrator,
her roots were firmly planted in
Florida.
Her
husband’s
contracting career flourished
when he was made a partner and
her mother and siblings
remained in Florida after her

father remarried and moved to England.
Holly’s mother Shirley, now 86 and
retired from the film, TV and Broadway
stage industry as a wardrobe master,
moved in with Holly and her husband in
2010.
Holly owned and was a year-round
sailor of a Drascombe Lugger for almost
ten years, later downsizing to an even
smaller 13’8” Crawford Melonseed skiff.
She was also a BSA Sea Scout Leader.
“…sailing every Monday night, training
for summer long cruises, and doing
weekend activities with Scouts and then
racing every other Sunday as foredeck
crew with the local Ensign fleet.” As part
of the BSA Sea Scouting program, she
would sail a chartered 50’ Beneteau with
other adult leaders, packed with
teenagers to the Bahamas or the Dry
Tortugas. “I look back at that and
wonder what the hell I was thinking
taking other people’s teenagers in a
sailboat to another country... but loved

All works by Holly Bird, ASMA
OPPOSITE ABOVE: Cedar Key Afternoon , hand

tinted linocut, 9.75 x 7

OPPOSITE BELOW: Melonseed Skiff, linoleum

block print, 5 x 7

ABOVE: Permission To Come Ashore?

linoleum block print, 9.75 x 7.75

RIGHT: Indian River Bluffs - Melbourne,
1905, copper plate etching, 6 x 9

those years with the kids. Unfortunately,
I was also sailing so much I wasn’t getting
a lot ofmy own art done.”
Throughout her time as a professional
art director, Holly had also pursued a
“subversive” art hobby as an illustrator,
showing fan art at and ‘zine illustrations
at science fiction convention art shows. It
was there she met many artists, including
ASMA signature artist Don Maitz. The
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shows “gave me a reason to draw. It gave
me deadlines to motivate me while
staring at a screen at the TV station. And I
met all the big book cover illustrators like
Don, and Kinuko Craft and Michael
Whelan.”
In speaking with her science fiction
convention art colleagues who were
working both traditionally and 100%
digitally, Holly came to see the
importance ofthe handmade artifact, not
just to the collector or history, but to the
artist herself. “…The Arts & Crafts
movement ethos of “Head, Heart and
Hand” really got me. Doing something
real.”
“And we were having a conversation,
globally, as illustrators, about having that
artifact, having “a thing”-- and how
collectors didn't have anything to collect.
Nothing that you can touch or feel, and
give, and sell. And it really hit me about
human artifacts. What you leave behind.
I’m not worried about my legacy, or
anything like that. But you can’t simply
go 100% digital and leave future
18

generations absolutely nothing to look at.
“So I knew I really wanted to hone my
traditional art skills, so they wouldn’t
atrophy, and that was one of the things
that drove me to take classes at the
municipal arts center. Getting away from
the keyboard. And making sure that I still
had an ability to draw that didn’t require a
digital stylus, and to reacquire concrete
skills. That’s one of the reasons I wanted
to go back to my roots and use those
traditional tools.
“While still working at WTVT, I
started taking night classes at the nearby
Dunedin Fine Art Center. I began with
an acrylic painting class--which I did not
enjoy. I had been a full-time art director,
worked in print, television, film, but I
didn’t even know what underpainting
was. I had a lot ofcatching up to do.
In 2006, I turned my attention to the
etching program. Stephen Littlefield,
now retired, taught printmaking for
twenty-five years at Dunedin, and he
became my mentor, teaching me etching
with the newer safer method using ferric

All works by Holly Bird, ASMA
ABOVE: Reverie,

reduction print + key
block, 13.75 x 11
OPPOSITE: West Coast Nereid, copper
plate etching with aquatint, 6 x 9
chloride, a corrosive salt instead of the
more dangerous nitric acid. I immersed
myself in copperplate etching working
with Steve. At the same time, he taught
me more sophisticated linoleum block
printing methods, and introduced me to
reduction printmaking. I worked with
him from 2006 to 2017 until his
retirement, but publicly started
exhibiting my printmaking earlier, in
2009.” Holly is currently the lead
printmaking instructor at the Dunedin
Fine Art Center, taking over after her
mentor retired and teaching traditional
methods of etching and relief
printmaking
“Block printing really appealed to me,
not just because of the evocation of the
Arts & Crafts Movement style that I’d

always loved. At the end of the 19th
century and in the early 20th, a lot of
women realized that instead of the
traditional four-man Japanese woodcut
team: the artist, the block carver, the
printmaker and the publisher, a lot of
women said ‘I can do that on my own, at
my kitchen table when the kids are
asleep’. Printmakers took advantage of
using linoleum because it was a cheap
flooring material, becoming available in
1890. I tell my classes that the shina
basswood carving blocks you can get
readily online have fine milling surface
work and lamination that would have
made them prohibitively expensive and
hard to find back in the early 20th c.,
whereas linoleum was flat, readily
available and easy to work with. It opened
up a whole new world ofprintmaking for
a lot of people, especially for women
artists needing to earn extra income and it
gave any artist a ready, secondary market
by creating prints of their paintings to
sell.
“A lot ofthis coalesced for me in 2006
at a show at the Leepa-Rattner Museum
of Art in Tarpon Springs. It was a
phenomenal show of the Two Red Roses
Foundation’s collection of early 20th
century block prints. I went back six
times. I finally knew what direction to
take my printmaking.
Years later, I did some consulting for
the Museum of the American Arts &
Crafts Movement (MAACM) in St.
Petersburg and I was asked to write an
essay on Margaret Patterson’s woodcut
process that was published in their print
catalog. I first saw her woodcuts at this
exhibition.
“Block printing was pushing all my
graphic design, layout and process
buttons. It was closer to my personal
design style. I had been trying to be more
contemporary at the time, but I had this
epiphany where it was all coming
together--my love of illustration,
printmaking, the Pre-Raphaelites,
Golden Age book illustration — and also
boats.
“There are a lot of block printers
working in this country who are also in
this early 20th century aesthetic, the
revival of the Arts & Crafts movement.

I’ve been a juried Master Artisan in
printmaking in the Roycrofters At-Large
Association, Inc. (RALA) for about six
years now, and most revival printmakers
have been doing landscapes and florals. I
decided to concentrate on the thing that I
love, which is sailing and boats, and the
nerdy technical process of making them
look right. I’ll bet that many people in
ASMA have this; that feeling you have

when you look at a marine painting and
find something horrifically wrong with
the boat. I feel like I’m on a mission to get
sailing right in block printing.”
“In making prints, I have a
tremendous advantage, having been a
print pre-press art director for so many
years. Separating color, working from
lightest to darkest, everything is mirrored
and backwards--my brain had already
19

All works by Holly
Bird, ASMA

TOP: Kathleen , copper

plate etching with
aquatint, 10 x 8
MIDDLE: Laser-guided
Snook, copper plate
etching w/ aquatint, 3
x5
BOTTOM: Heading
Out, linocut, 9.75 x
6.75
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been trained for decades working in prepress to wrap my head around the process
and the design aspect of that. Each
separate block equals one color. You need
to have as many blocks as there are colors.
If you have eleven colors, you need to
carve eleven blocks. But I would try to
economize by seeing how many colors I
could fit on one block without touching.
I can even mix and add colors on the print
by using transparent ink layers and
overlaying the blocks. Even so, that’s a
minimum of 6 to 8 blocks I would carve
for an 11 or 12 color print.
For a multiple block color print, I first
carve what’s known as a ‘key block’,
which will position and register all the
blocks at once. Once I finish carving and
proofing the key block, I then print that
key block onto a sheet of mylar, then
offsetting that mylar print onto each of
the rest ofthe blocks I’ll use.
As long as my prints are printed in the
same wooden or mat board registration
jig that key block was offset from, all of
the blocks will now be in-register to each
other--and so will the final prints.
Once I’m finally done with all the
carving and color proofing, I spend the
day before I edition mixing and matching
my oil-based inks, usually in a greyed-out
palette. I mix the quantities I need; I
definitely don’t want to run out in midsession.
Once I start, it takes me about an hour
to an hour and a quarter to brayer on the
ink and to print each block, per final
print. I always print the lightest inks first,
with the key block printed last on top,
usually in black or a dark indigo ink.
With multiple color blocks, there’s no
overlaying ofinks unless I’m mixing thin,
transparent layers, so I don’t need to wait
until the prints are dry between colors.
With the emphasis on printing by hand,
whether using a baren, wooden spoon or
an etching press, I can usually only
manage 5-10 successful, multiple color
block prints in one day that I would judge
to be good enough to put in the edition.
Then again: that’s 5-10 complete art
works done in one, single day.
Each ofthese is a fine art print. When I
do multiple blocks, I can always store the
mounted linoleum blocks — the

matrices — and go back to print more,
even a few years later. If properly stored,
the linoleum surface will be printable for
up to about ten years as opposed to
centuries for wood; they’re still printing
the woodblocks of Japanese masters like
Hiroshige.
Reduction prints, on the other hand,
are produced from usually just one block.
The wood or linoleum is carved away
after each color is printed, so there’s little,
if anything, is left on the block when
done. The entire number of editions
prints is set from the start and no more
prints can be made afterward. Picasso
dubbed these “suicide prints” for this
reason, and considering the time it takes
to do an edition over several weeks or
months, I wouldn’t do more than 25 or
so, knowing I’m going to screw up at least
10% ofthem.
I’ve never done more than 50 prints of
any print, including copper plate
etchings, though a copper plate will
produce about 100 quality prints in an
edition before wearing out, unless it’s
been electroplated in steel.
The plate or block or the lithograph
stone is the matrix. Matrices can be
destroyed, canceled or wear out, and this
is the reason editions are limited. Each art
print is considered an individual work of
art with minute variations and priced
accordingly, whereas a so-called giclee or
digital print is merely a reproduction. A
digital file can be endlessly copied and is
not a matrix. Therefore, reproductions
from a digital file are just that, a
reproduction.
“Sometimes it takes all those decades,
until you discover that thing you enjoy
while building on the skills ofpast careers
and deciding, “this is how I’m going to be
a working and exhibiting artist.” It had to
be something I loved, but I’m where I
should be now. It’s very gratifying.”

All works by Holly Bird, ASMA
ABOVE RIGHT: Ebb Tide,

linocut, 11 x 15
RIGHT: Catboat, multiple-color linoleum
block print, 5 x 7
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by Mary Pettis, ASMA
It never occurred to me that the historic
and contemporary paintings of our
midwestern lakes and waterways would be
considered marine art. Now, especially as a
new board member of the American
Society of Marine Artists, I am thrilled to
know ofthe Society’s broad interpretation
ofthe genre. I’ve been asked to share a bit
of what it's like to be a painter of the
inland waters I’ve been trying to decode
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for more than 50 years. My 'Walden
Ponds' are named Emily, Big Balsam, St.
Croix, and Superior. They have nurtured
my soul in unexpected ways. As I have
studied and painted these waters, they
have ferried me through life to a place of
introspection, connection, and meaning.
It’s hard to say exactly when my love
affair with the waters ofMinnesota began,
and how that love formed who I am as an
artist. I will try.
I grew up on a farm in the rich loam of
southern Minnesota. My great, great
grandfather drove goods and lumber in ox
carts along the Minnesota River to the
Great River Road of the Mississippi. I
remember vivid stories, stewarded by my
great Aunt Ila, of how the native friendly
tribes warned our family to lay low in their
country homes on the east side ofthe river,
because trouble was brewing (during what
came to be known as the US - Dakota War
of1862).
The Dakota haunts were my first
childhood stomping grounds generations
later, particularly a small ravine embracing
Chankaska Creek. Chankaska, a Dakota
name used by the 1830’s French explorer,
Joseph Nicollet, means “forest-enclosed”,
and was a mile from our home. There, I
would sneak up on wood ducks, race stick-

and-leaf sailboats in the rushing water
with the siblings I was babysitting, and
dash through the hills when I heard the
distant locomotive whistle. I’d try to get to
the trestle over the creek in time for the
conductor to wave to me (an
accomplishment I viewed, in retrospect,
with great satisfaction!)
My entire childhood I remember trying
to imagine what it would be like to be on a
sailing vessel, or to go sit on an ocean
beach and listen to the surf; that thirst
wouldn’t be quenched for a couple of
decades.
We worked hard during the day caring
for the gardens, fields, many little siblings,
and livestock (I showed beef cattle at the
county fair). We baled hay and walked the
beans, working our way down the rows of
hundreds of acres of soybeans and handpulling out the weeds. We had great
suntans from the waist up! Playing on the
water was our reward when the work was
done. On nearby lakes, we went fishing,
swimming, and water skiing. In autumn,
we push-pulled through our sloughs
hunting in flat-bottomed, double-pointed
duck boats. We had huge Pollyanna
picnics on a point of family land on Lake
Emily, which happened to look like the
lake and cottonwood painting above our
sofa, except without the mountains, of
course (a reproduction of a Bierstadt, but
that’s another story).
Our “Up North” getaway was one week
every summer at a former logging camp
turned resort. Unlike the broadleaf trees
and fields that dominate southern
Minnesota, Up North has huge white and
red pines, native birch trees, and more
lakes than fields. My folks would pack the
station wagon and boat to the gunwales
with supplies and sleeping kids. We would
leave at 4:00 a.m. and try to get to our
halfway point—magical Mille Lacs
Lake—by breakfast. The reason it was
magical, in case you were curious, was
because we couldn’t see across it! After the
first few years, my mom decided that she
would answer the incessant sleepy “Are we

Up North yet?” queries with “When you see
the big lake, then we’re Up North!” Mille Lacs
is situated along original Ojibwe land, covers
207 square miles and is Minnesota's second
largest inland lake. After breakfast, our
Rockwellian troupe was back on the road to
northern (very northern) Minnesota. I’ve spent
a week each summer at this same resort now for
57 years. The seven lakes and the lily padded
streams that connect them are as much in my
blood as they are in the hundreds of paintings
they have spawned.
Occasionally, we would visit Lake Superior,
with its own haunting history and charm. We
would tour the Lake Superior Maritime
Museum, watch the huge iron ore ships go
under the Duluth lift bridge, and feed the
seagulls. We’d adventure up the shoreline to
gorgeous Gooseberry Falls.
My father was a gentle, philosophical
farmer. He would not know that he’d have
gotten along well with both Emerson and
Hume, but he taught us a way of being in the
world. He belonged to several organizations
trying to make our corner ofthe world a better
place. He would tile (drain wet spots from) the
fields, but would concurrently create deep,
stable habitat ponds for wildlife because it was
the right thing to do. He felt that nurturing the
land and caring for the water was an important
part ofhis very noble profession.
So, I came by it naturally to be active and
knowledgeable in soil, water, and wildlife
conservation. We built bluebird houses, bird
feeders, and wood duck boxes. We dotted the
habitats we planted with pheasant feeders. I
gave speeches and 4-H demonstrations on
water pollution that won blue and purple
ribbons at the Minnesota State Fair (which was
kind ofa big deal for a teenager). In high school
I tried my best to paint landscapes ofthe lakes
and sloughs that I loved.
During my years at the College of St.
Benedict, I traveled to Europe on an art history
tour for a January interim. At neighboring St.
John’s University I studied painting with
Hungarian artist Bela Petheo. I went on to
Allpaintings by Mary Pettis
OPPOSITE ABOVE: Mary and grandson
Oliver on the St. Croix river
OPPOSITE BELOW: Logging Camp Cabin,

oil, 8 x 12

ABOVE: Time Stands Still,

oil, 48 x 30
RIGHT: Adagio, oil, 20 x 30
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graduate with a double major in Art and in
Humanities and a minor in French. Much
to my parents’ dismay, instead of student
teaching the last semester of my senior
year, I began a full time, three year
apprenticeship with Richard Lack, whom
I had read about in an American Artist
magazine. (I had completed a successful
trial period with him the previous
summer, in 1974.)
I was at Atelier Lack at the same time as
Daniel Graves, who went on to found the
Florence Academy ofthe Arts. It was from
him that I learned the art of copperplate
etching.
I was very grateful to find out that the
remembered scenes from my childhood
could be reproduced relatively quickly,
while I was trying to figure out how to
paint landscapes in oil. The etchings
helped pay for groceries and rent for more
than a few years.
In 1980, now somewhat of a painter,
with a husband and 1.5 kids in tow, I
moved to a country house with a farm
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pond on 8 acres near Osceola, Wisconsin.
Osceola is nestled along the St. Croix
River Valley which forms much of the
border between Minnesota and
Wisconsin. In addition to the allure ofthe
river, much of this area’s charm for me is
that the woodlands are a mix of both
Down Home’ and Up North. Osceola is
filled with beauty and historical romance.
I joined the Osceola Historical Society.
This community is a river town in every
sense of the word. The Mounds Builders
were the first arrivals, followed by the
Sioux and then Ojibwe, following the
Blueberry Trail. Cascade Falls, a short
jaunt from the river, has been a visual and
practical treasure for a few centuries.You
see it as you walk down Main Street, a
National Historic site. When the first
white trappers, the voyageurs, and
lumbermen came up the St Croix, they
recognised the power of the falls. Flour,
grist, and lumber mills were numerous
here in the late 1800s and early 1900s.
The first of many steamboats on the St.
Croix River was built at Osceola Landing
in 1854. The first mill at Cascade Falls was
built in 1845, creating a mill pond. Still,
on any sunny summer day, the very same
pond above the falls becomes alive with
children throwing their first fish line just
like kids did so many years ago. I can’t
count the times I hiked down the 97 steps
to the base of Cascade Falls with my
french easel on my back, in every season!
I’d often paint while my children played
around and behind the falls. It was against
their white t-shirts that I learned to see the
color in the falling water!
My then-husband and I had a beautiful
gallery on main street in the center of

town. In the 17 years I lived in Osceola, I
made a meager living while trying to learn
how to paint that waterfall; I also painted
wildlife, commissions, and anything I
thought might sell. I taught art classes and
mentored gifted and talented programs. I
raised honeybees, pumpkins, and three
kids. I always had an in-progress painting
in the corner ofthe dining room!
In 1997 I married my husband Randy
and moved across the river to Taylors Falls,
Minnesota. Taylors Falls, only 20 minutes
upriver, is like Osceola on steroids! It is a
midwestern artist’s dream, with rapids
dashing through a 200 foot gorge formed
by the glaciers. Here, the St. Croix River is
among the cleanest in the nation, earning
its designation as one ofthe first National
Scenic Riverways.
For three quarters of a century
steamboats were the primary mode of
transportation. They whistled and
churned through the bluffs and cliffs of
the St. Croix, along the footpath hiking
trail that is 2 minutes from our home.
Those shallow-draft river boats traveling
the inland waterways of mid-America
bore little resemblance to the deep,
rounded hull and heavy keel of Robert
Fulton’s steamboat. That being said, I
confess that I don’t know much about the
architecture of boats. I do know how the
chunking sounds of the paddle wheels
echo against the rocks of the gorge; how
the sunlight hits the water carried upward
and over the top ofthe red wheel.
My imagination stirs thinking about
how our little town was the last stop for
the emigrants who travelled up the river
from places as far away as Sweden,
Norway, and Germany.
Our historic section of the river was
made famous in Vilhelm Moberg’s books,
The Emigrants. Inspired by those books, I
painted a depiction of settlers at our
steamboat landing. The first print was
presented to King Carl XVI Gustaf of
Sweden during his visit to America
marking the Sesquicentennial of the mass
Swedish Emigration.
Riverboats still ply the St. Croix here at
home and also downriver at Stillwater,
Minnesota, although nowadays solely for
education and enjoyment. I have taught
dozens ofworkshops along the riverbanks
and watched with delight when my

painters, wide-eyed under their umbrellas,
saw the Taylors Falls Princess or the
Taylors Falls Queen glistening gently past
them for the first time! We live in the 1861
home of E.E.Edwards, an artist who also
painted the river. He was also an author
and a civil war chaplain for the Union.
The view from our home in late winter is
depicted in my painting, Largo, exhibited
in the current ASMA 18th National
Exhibition.
The past 25 years I have been able to
expand my artistic horizons by getting to
know several plein air mentors around the
country. My art has taken me out of the
midwest to the far horizons I imagined in
my youth. I have painted the mountains
out west. I’ve painted China and Russia.
I’ve painted seascapes in Maui and Kauai,
painted 3 hours alone in Monet’s Pond,
painted and taught workshops all over
Europe, especially Tuscany and in the
Cinque Terre. I’ve been so fortunate in all
this, and yet nothing can match painting
scenes of the waters that are woven into
the fabric of my Minnesota DNA. I
understand water as a metaphor, and as a

Allpaintings by Mary Pettis
OPPOSITE ABOVE: St. Croix Silence, oil, 8 x

16

OPPOSITE BELOW: Cascade Falls in Winter,

oil, 20 x 30
BOTTOM: Drenched in Sunlight, oil, 16 x 20
TOP: Sunrise on the St. Croix,

oil, 8 x 12
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vehicle for contemplation. Since 2017 I
have had three large solo exhibitions at
Orchestra Hall in Minneapolis. These
were curated with dozens of mostly water
paintings where, through catalogs and
handouts, we drew parallels between the
languages of paint and music. The
exhibitions paired with the Minnesota
Orchestra’s performances of Debussy,
Respighi, Shostakovich, and Beethoven.
Today, I find strength and comfort
painting the rivers, lakes, and ponds in my
life. A few years ago the local newspaper
announced : A Sure Sign ofSpring - Mary
Pettis Paints on the Bridge! My memories
of my youth mingle with my
understanding of the artist I am today. I
paint the St.Croix and its watershed. I
travel and paint along the North Shore of
Lake Superior, and still go Up North to
our old resort every August. I stared into
the water off the front of the fishing boat
as a child, and I still do today. When I look
into the waters I feel connected to the
plants with their feet in the muck, who
reach up to the surface to become water
lilies. Kissing these lilies are the heavens,
brought down to earth by the reflections
of the sky. When I paint them, they seem
to mirror my life.
Randy and I start nearly every day with
a swim in the St. Croix as soon as its
temperature hits 60 degrees in May, and
we continue through September. This
physical intimacy with the water seems to
extend my visual awareness and
understanding ofits story.
The waters invite reverie, absolution.
They hold the stories that connect us to
our past while also offering us the sublime.
They urge us to care about their
existence—their survival—and to teach
others their sacred nature, so that we
might become the stewards who will love
and honor them back to wholeness.
I hope, in some small way, that my
paintings will help to carry this message as
well.
- M. P.
Allpaintings by Mary Pettis
ABOVE LEFT: River Study, oil, 12 x 9
BELOW LEFT: Currents ofChange, oil, 22 x
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by Nick Fox
History’s best marine art is dispersed
across a vast array of museums and
private collections around the world.
While we know to look for it at the
Peabody-Essex, The Minnesota Marine
Art Museum, and many nations’
Maritime Museums, there are less likely
places that pack a marine art punch that
cannot be denied.
One such museum is the stunning
Dallas Museum ofArt.
The museum was established in 1903
by the Art Committee of the Public
Library in Dallas, and its nascent
collection was housed in the library. Since
then the museum has become one of the
top ten museums, in terms of collection
size, in the country.
For our purposes, there are a number
ofworks that catch the eye.
Eugene-Louis Boudin (1824-1898)
painted “The Quay at Antwerp” in 1874.
Boudin, a plein air painter, captures the
steeples and smokestacks ofindustrial age

Antwerp precisely, with loose brushwork
illuminating the calm reflective waters of
the Scheldt river.
Canaletto’s “San Cristoforo, San
Michele, and Murano from the
Fondamenta Nuove, Venice,” painted
around 1723, shows dramatic lighting
effects in this high chiaroscuro and
moody depiction of Venice’s cemetery
island. The reflections in the water, as

everything in Canaletto’s works, are
astonishingly precise.
“View from Garrison, West Point,
New York” by David Johnson (18271908) was painted in 1870. Johnson, a
member of the “second generation” of
ABOVE: Frederick Edwin Church, The Icebergs,
oil on canvas, 65 x 112
BELOW: Eugene-Louis Boudin, The Quay at
Antwerp, oil on canvas, 14 x 25
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Hudson River School painters, it is full of
detail. Johnson is careful to lead the
viewer up to the horizon via the classic
“S” line of the river, even as he pulls us
back down with steam power on both the
left--a steamboat--and the right--a
“racing” locomotive coming toward us.
John Frederick Kensett (1816-1872)
painted this view of Beacon Rock in
“Newport, Rhode Island” in his last year
oflife. It contrasts very interestingly with
his earlier view ofthe same vista, “Beacon
Rock” which is in the National Gallery,
painted in 1857. In the later version, he’s
included a dark, obscuring rockface to
the right of his picture, and left out the
jaunty fisherman, who he’s replaced with
a beached rowboat. He’s also included a
two masted, brown sailed ship on water
that lacks the earlier’s deep blue hue. Also,
he’s left out the battery at Fort Adams.
At almost 6’ by 10’ and weighing
almost 500 pounds framed, Frederick

Edwin Church’s (1826-1900) “The
Icebergs” is one ofthe bigger jewels in the
DMA’s collection. Painted in 1861, it was
acquired by a British railroad magnate for
his estate in Manchester, England. After
his death, the property “changed hands
several times” until it was acquired by the
City of Manchester to house a juvenile
detention facility. The matron of the
facility found the damaged and ignored
work, and hoped to sell it in order to
acquire “a run-down piece ofland for the
boys’ recreation.” It was acquired by
Lamar and Norma Hunt of Dallas at a
Sotheby’s auction and donated to the
museum.
But for marine painters, the brightest
jewel may well be Alfred Thompson
Bricher’s “Time and Tide.” The work is
approximately 2’ by 4’, but is a Hudson
River School masterpiece. Sue
Canterbury of the DMA wrote in 2012,
“Bricher was an avid reader, and for

“Time and Tide“ he drew on a line from
Sir Walter Scott’s “The Antiquary” of
1816: ‘Time and tide tarry for no man,’
recast in 1843 by Charles Dickens in
“Martin Chuzzlewit” to read, ‘Time and
tide will wait for no man, saith the adage,
but all men have to wait for time and
tide.’”
Emile Bernard’s (1868-1941) work
“Bridge at Pont-Aven,” painted in 1891,
feels more like a block print than a
painting, as he favors areas of intensely
saturated colors at the expense of
modeling. According to the DMA’s label
copy, Bernard drew “inspiration from
Japanese prints, cloissone enamels and
medieval stained glass” for this
astonishingly modern work that depicts
rustic, almost antique garb.
“The Bather,” painted in 1724 by
Francois Lemoyne (1688-1737) is one of
the best Rococo works in the museum.
Having shed some ofthe heaviness ofthe
Baroque era, Lemoyne studied in Venice
and Rome before returning to produce
this work for the Paris Salon of 1725.
Freed from the requirement to include
Elders spying on Susanna, Lemoyne is
able to focus on the byplay between the
participants and the viewer. The bather
just dipping her toe into the cool, still
water reminds us all ofthat first moment
at the water’s edge.
ABOVE LEFT: David Johnson, View from Garrison, West Point, New York, oil on canvas,

18 x 30

ABOVE RIGHT: Canaletto, San Cristoforo, San
Michele, and Murano from the Fondamenta
Nuove, Venice, oil on canvas, 56 x 60

LEFT: John Frederick Kensett, Newport,
Rhode Island, oil on canvas, 12 x 20
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ABOVE: Alfred Thompson Bricher, Time and Tide,

oil on canvas, 25 x 50

RIGHT: Francois Lemoyne, The Bather, oil on
canvas, 59 x 44
BELOW: Emile Bernard, Bridge at Pont Aven , oil
on canvas, 45 x 32
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Don Demers, F/ASMA has become
the Director ofthe American Academy of
Landscape Painting. The Academy,
which includes master artists from across
the landscape spectrum, is hosted by the
Lyme Academy of Fine Arts. From Don,
“Most landscape painting instruction
comes in workshop format. With so
much information to share and teach, I
realized over the years that this format
was an obstacle to deep and extensive
learning. I knew there was a way to
impart artistic methods and ideas in a
longer format that would help the
painters learn, maintain and sustain the
knowledge and skills they are acquiring.
The genres offigure painting and still life
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painting have had ateliers throughout
history, and yet, one did not exist for
Landscape painting.” The curriculum
currently consists of a 9 course program;
three foundational classes, five middle
tier classes and finally three master
classes. This group of classes is intended
to have a sequential order, building skills
from basics through advanced techniques
and philosophies ofpainting.
Don also shared his love of Sir Arthur
Streeton’s “The Purple Noon’s
Transparent Might” 1896 in the Society’s
“Art We Love” digital series.
Lisa Egeli, F/ASMA, discussed her
appreciation of Dennis Miller Bunker’s
“The Pool, Medfield, Massachusetts”

1889 in the Society’s “Art We Love”
digital series.
Joyful Enriquez, ASMA, is having her
Inaugural Solo Show with the Curate
Gallery in Rosemary Beach, Florida July
14-18. She will do live painting from 102 and 5pm-9pm each day. Opening
Reception will be July 17th.
Joyful became an ASMA Signature
Artist, and was inducted into the Society
ofAnimal Artists as an Associate member
in May. Her piece, Chasing Tails, 24x30
oil on linen (yellowfin tuna) was juried
into the 60th Annual Society of Animal
Artists Members Show.
Joyful was also named Featured Artist
of the Year, 2020 by the Coastal

Conservation Association. Artist demos
and art donations at the Coastal
Conservation Association Benefit
Auction and Banquet, September 10th,
7-10pm. Gainsville, Florida. You can
learn more at CCAflorida.org
Bill Farnsworth, F/ASMA, talked
about “Sewing The Sail,” 1896, by
Joaquin Sorolla y Bastida in the Society’s
“Art We Love” digital series.
Cathy Ferrell’s Skimming the
Treetops won the Harry R. Ballinger
award at the Salmagundi Club’s Annual
Show in New York City.
Member James Flood's painting
"Titanic at Sunrise offthe Irish Coast" is
on display at the Minnesota Marine Art
Museum, and his "USS Olympia" can be
seen on board that ship in Philadelphia
Nicolas Fox, ASMA, was a featured
artist in The Mystic Seaport Museum’s
digital outreach program, producing a
video that delineates his painting research, modeling, and composition:
https://stories.mysticseaport.org/paintin
g-demonstration-with-maritime-galleryartist-nicolas-fox/
Don Maitz, ASMA, shared
"Blackbeard's Delight," a painting begun
at the ASMA Charleston, SC conference,
which coincided with the 300th
anniversary of Blackbeard's blockading
ofthe city.
Ed Parker, ASMA, will have a show at
the Gleason Fine Art Gallery in Boothbay
Harbor, Maine titled “Here There Be
Dragons” opening August 22nd and
running until September 22nd, with an
artist reception on September 3rd. He
will also be giving an artist talk “Finding
the Extraordinary In the Ordinary” at the
Boothbay Harbor Yacht Club in late
August. About his work here, Ed states:
"Several years ago I did a painting
inspired by a photograph of the ship's
musicians from the battleship Maine. I
decided they were the worst musicians in
the fleet and their music was intolerable.
OPPOSITE: Joyful Enriquez, Chasing Tails,
oil, 24 x 30
ABOVE: Cathy Ferrell, Skimming the Tree-

tops, bronze, 27 x 18 x 9

RIGHT: Ed Parker, Ship's Musicians Stranded
On a Right Whale, mixed medium, 12 x 16
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They have appeared in Ships Musicians
CastAdriftIn the North Atlantic and Ships

Musicians Suspended From the Minot
Light We now have Ships Musicians
Stranded On A Right Whale. These guys

just don’t seem to know when to quit."
In September of 2019, Nancy Silvia
had the opportunity to be an Artist In
Residence at Cape Cod National
Seashore, getting to spend two weeks on
the Outer Cape in one of the historic
“dune shacks”. The isolation and solitude
on the dunes was an artist’s dream and I
was able to sketch the moods of the sea
and sky at all times ofday.
Len Tantillo, F/ASMA, and Nick
Fox, ASMA got together for an afternoon
to discuss life and art in quarantine. Len
shared his love of Gretchen Woodman
Rogers’ “Woman in a Fur Hat” for the
Society’s “Art We Love” digital series.
Marilyn Wear’s, ASMA, painting of a
California Sea Otter, “Sea Siesta” was
selected for the California Art Club’s
109th Gold Medal Exhibition. “I am very
pleased and honored that "Sea Siesta"
was selected for this wonderful exhibit!
All of the artworks in the exhibit are
available for purchase and she is pleased
to announce that Sea Siesta sold at the
preview show.
OPPOSITE: Nancy Silvia, Race Point Beach ,
Pastel, 12 x 16
LEFT ABOVE: Don Maitz, Blackbeard's Delight, oil on linen, 24 x 18
LEFT BELOW: Marilyn Wear and Sea Siesta at

the California Art Club's 109th Gold Medal
Exhibition

BELOW: ASMA Fellow Len Tantillo enjoys a

cigar and socially distanced cocktails with
News & Journal editor, Nick Fox
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NEW M EMBERS
Trish Beckham
Florida

Liz Cutler
Maine

Richard Lane
New Jersey

Margaret Wort
New Jersey

Tom Bluemlein
Kentucky

Christopher Forrest
New Jersey

Megan Lawlor
Pennsylvania

Terry Wylie
Virginia

Vaughn Cochran
Florida

Christine Honnen
Colorado

Sean McGraw
Florida

Student Members

Dale Cook
Canada

Lloyd Jacobs
North Carolina

Howard Park
Connecticut

Christine Coombs
New Hampshire

Alhaitham Jassar
Wisconsin

Jane Robbins
Rhode Island

Malcolm Crosland
Texas

Sandra Kavanaugh
New Hampshire

William Rogers
Nova Scotia

Lucy Paskoff
Maryland
Warren Stulac
Missouri
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I N M EMORIAM : B ILL R YAN

Bill Ryan, F/ASMA, died on
Thursday, April 20th at AVOW Hospice
in Naples, Florida following a brief
illness.
Mr Ryan, a California born artist,
devoted many years to painting in
Bellvue, Washington. He preferred to
work in watercolor and oil using both
mediums to capture the beauty of the
West in which he found continuous
inspiration. “I paint what I love for the
pleasure of myself and others. I strive for
perfection so that I may relate to others
an experience or idea from life!”
His mastery of painting was the
culmination of many years of artistic
endeavor in many areas. He graduated
from Pratt Institute, Brooklyn, New
York, and studied at California College of
Arts and Crafts, Oakland, CA. Early in
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his career he worked at Volvo where he
helped design the classic Volvo P1800
sports car. Later he joined General
Motors Styling and participated in the
design of the Corvette Stingray. He
served in the U.S. Army in Stuttgart,
Germany as the Artist in Residence for
the General’s office.
Bill moved to Bellvue, WA in 1970
where he was in the Design Department
for Boeing. He also taught art at The
Seattle Community College. After a
successful career in industrial design, he
devoted his career to fine art painting.
He became a member of The
American Society of Marine Artists. His
paintings were exhibited in the Frye Art
Museum, Seattle; Mystic Seaport
Museum, Mystic, CT; Peabody-Essex
Museum in Salem, MA, the National

Academy of Western Art, Oklahoma
City, OK. His work is also in the
permanent collection of The Pentagon,
Washington, DC.
He is mentioned in Who’s WHo in
American Art and The Dictionary ofSea
Painters EHH Archibald. He is listed as
an Outstanding Marine Painter in the
Library Files ofthe Smithsonian National
Portrait Gallery.
Mr. Ryan is survived by his wife, Maya
Baumann Ryan. He will be missed by all
his friends in the Society and the greater
art world who knew him.
ABOVE: Bill Ryan, The Puget Sound Tug,
Tyee in Heavy Seas, 30" x 40" oil
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THE NAUTICAL RESEARCH GUILD
Advancing Ship Modeling Through Research

Annual membership includes our world-renowned quarterly magazine, Nautical Research Journal,
which features photographs and articles on ship model building, naval architecture, merchant and naval
ship construction, maritime trade, nautical and maritime history, nautical archaeology and maritime art.
Other benefits include discounts on annual conferences, ship modeling seminars, NRG products and
juried model competitions which are offered exclusively to Guild members. We hope you will consider
joining our ongoing celebration ofmodel ships and maritime history.

For more information contact us at: www.thenrg.org or call 585 968 8111
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Jobe Hicks, "Emerald, " 1867
In the collection ofthe Smithsonian
National Museum ofAmerican History
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