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The Course Ahead

18th National Exhibition

First International Online Marine Art Exhibition
The American Society of Marine Artists is proud to be leading the first global online exhibition representing the
finest marine art as selected by our society, the Australian Society of Marine Artists , the Canadian Society of
Marine Artists, l’Association des Peintres Officiels de la Marine (France) and the Royal Society of Marine Artists
(United Kingdom). The exhibition's website, InternationalMarineArt.com, will remain open to the public until
June 30th, 2022. A print catalogue of the exhibition is available for purchase on the website.

ASMA North Regional Exhibition at the Krasl
The Krasl Art Center, located in Saint Joseph, Michigan, is hosting the 2021 ASMA North Regional Juried
Show from October 9th until November 28th. Please make sure you get to beautiful St. Joseph to see this show
with more than 50 works by your fellow artists.

From October to February, 2022, the 18th National will be at the Chesapeake Bay Maritime Museum, 213 North
Talbot St, St. Michaels, MD 21663. (410) 745-2916 | http://cbmm.org

Anchor to Windward ‘21 - ‘22
The Anchor to Windward Campaign was established to provide the Society with the resources to withstand
economic downturns and troubled waters. We are continuing to grow the fund so it can help us serve our
members and educate the public, ultimately helping us offset event and application fees. Please see page 33 for
more information.
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The American Society of Marine 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 of America’s most talented
contemporary artists in the marine art field.

FROM THEPRESIDENT
Nick Fox, Valatie, NY

Dear Colleagues,

Who are we as artists? We are, in the end, the sum of our works. But what
if no one can find our works and put them together to see what we add up to?

Frequently, the only record of our works are images we keep or submit to
shows, galleries, or magazines.

You may think that DSC10015783-100221.jpg is a great file name. But it
isn’t. Every image file should be titled something like “JonesSallyBeautifulSail‐
boatOil18x24.jpg.”

LastName, FirstName, Title, Medium, Dimensions. In that order. That’s it.
Don’t worry about spaces or capital letters, whether it’s oil “on antique Belgian
linen” or watercolor “on Arches 140lb cold press archival paper” (just indicate
‘oil’ or ‘watercolor’). And don’t worry about whether you should include dashes
or inch symbols (don’t!). And if it’s too long, using just your first initial (after
your last name) or “wc” for watercolor, works. Just that basic information will
keep archivists, gallerists, editors and art historians happy for the rest of time.

For this magazine you’re reading, there were multiple images supplied with
just the title of the painting (or not even that) as the file name. Every issue, it is
only through grueling sleuthing that we are able to figure out from whom the
images came or how to caption them.

By not labeling your images correctly, you’re essentially ensuring they
cannot be found by anyone. Do you want mislabeled works lost for all time?

You owe it to posterity to keep a good record of your works. And good
recordkeeping begins with clearly labeled records.

Peace out!

P.S. And always–always, please–make a backup of your files!

(At Len Tantillo’s Exhibition at the
Albany Institute of History and Art)
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JAMES E. BUTTERSWORTH: EYEWITNESS TO THE CUP

“Ah, Your Majesty,
there is no
second.” - A sea‐

man's answer to Queen Victoria's ques‐
tion concerning which team was in
second place.

It was a warm summer morning as
dawn was breaking on England's south‐
ern shore, near the Isle of Wight. The
silence of early morning on the docks
was slowly broken with the awakening
of activity as captains and crews started
to prepare their boats for a competition
that was to occur later in the day. It was
August 22, 1851, and England was still
celebrating the Great Exhibition, a
global showcase of modern technology
and design that made it clear that
Britain was the world's industrial

By Stephen Bluto

ABOVE: James E. Buttersworth, First
America’s Cup Race, 1870, oil 24 x 36

leader. As the morning advanced,
fifteen boats started moving towards the
starting line. The yachts were moored
in a double line when the first gun went
off at 9:55 am. Activity on the boats
was instant as the sailors began to pull
on the halyards to set the canvas. With
the sound of sails flapping on the
yachts, the race committee fired the
second gun at 10:00 am: the 100
Guinea Cup race around the Isle of
Wight had begun.

The race was the annual Royal Yacht
Club regatta, but this time, in conjunc‐
tion with the Great Exhibition, it was
intended to showcase British sailing su‐
periority. The yacht America, sponsored
by the New York Yacht Club, was there
to represent the United States, sporting
a unique design compared to the usual
racing boats of the time. The America
was based on the New York pilot
schooners, which had a long sleek bow

and a wide stern as opposed to the tra‐
ditional “cod head and mackerel tail”
boats, making her faster. America had a
slow start with a fouled anchor while
the rest of the crafts were sailing east‐
ward on a flood tide with a light breeze.
Eight hours later, shortly after 6:00 pm,
the America crossed the finish line with
the next yacht 18 minutes behind her,
astonishing the spectators, especially
the British. America's triumphant
capture of the 100 Guinea Cup marked
the start of the most prolonged, contin‐
ually running, sporting event.

Among the spectators was a preem‐
inent marine artist from America,
James E. Buttersworth, on hand to doc‐
ument the regatta. Before photography
became the primary medium to record
such events, artists were called upon to
complete sketches and paintings to
capture and record the occasion. There
is an apocryphal story that a prominent
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All works by Jamess E. Buttersworth
TOP: Cutter Freak, 60 Tons, pencil and wash
on Paper, 1850

BOTTOM: Cutter Mona, 82 Tons, pencil and
wash on Paper, 1850

OPPOSITE: Volunteer Racing off Sandy Hook,
oil on canvas, 12 x 16 ¼

Englishman commissioned Butter‐
sworth to complete a series of paintings
depicting the regatta. He traveled from
New Jersey to England so he could be
an eyewitness to the race and document
the event with his sketches. Unfortu‐
nately for Buttersworth, when the yacht
America won the Royal Yacht
Squadron's regatta, his English patron
canceled the commission. Fortunately
for us, James returned to his home in
Hoboken with his drawings in hand.

James Butterfield was originally
from England, born in 1817, and his
childhood was spent under the tutelage
of his father, Thomas Buttersworth, a
flourishing maritime artist. Thomas
had been a sailor in the Royal Navy,
but an accident led to his discharge,
and he began a career as an artist. With
first-hand experience both on ships and
at sea, Thomas was able to capture the
essence of naval vessels and battles, and
his paintings are imbued with a realistic
sense of movement and drama. For
James, this was a great training ground;
he grew up with his father as a teacher,
started painting like his father, and
eventually developed his own style.
James looked closely at other marine
artists of the period as he experimented
and learned. As he matured, James'
paintings continued to mirror his
fathers in style, but exhibit developed
refinements beyond those of the elder
Buttersworth.

Following the tide of immigration
from the British Isles to America, James
Buttersworth moved to lower Manhat‐
tan in New York City in the
mid-1840s; by 1850 he had moved to
West Hoboken in New Jersey. The New
York Yacht Club, founded in 1844, was
headquartered in Hoboken, close to
where James was living. The river and
ports of this area were bustling with all
kinds of activity. There were hundreds
of merchant ships delivering and
picking up cargo, passenger ships with
travelers and immigrants, as well as
pleasure boats and yachts. James was
exposed to an almost infinite source of
inspiration with all this marine activity.
In his paintings, most of his viewpoints
are from the water and not from the
shore, and the subtle details of his work
indicate that he had full visual knowl‐
edge of boats and ships on the water.
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To achieve better vantage points James
would ply the waterways in a boat to
develop the sketches that he would use
later in his studio to produce his final
paintings.

As a spectator and journalist of the
regatta, James completed a series of
around 29 drawings with a pencil and a
whitewash medium on colored ground
paper. These drawings are the only pic‐
torial documentation of the great race.
They are lively and have a great expres‐
sion of the wind, the waves, and the
motion of the boats. A drawing of the
cutter Freak shows the 60-ton yacht
sailing to windward; to the left of Freak
is an anchored schooner and to the
right is another cutter under sail, possi‐
bly another challenger. His skill and
talent in representing the yachts under
sail is clear; there is a palpable sense of
movement and activity. The drawing is
not merely a portrait of a proud ship, it
also is a narrative that tells the day's

story. His knowledge of the yachts
under sail is evident when examining
the rigging of the Freak. Its depiction is
both accurate and expressive of action;
the gaff is slightly bowed, showing the
force of the wind on the sail, and
rigging. By applying the white on the
mainsail, he shows the sails filled with
the wind and gives the sense of the boat
moving forward.

Another drawing of the cutter
Mona shows the yacht running before
the wind. He portrays the boat from
the side, so the sails are not seen as a
mass. Instead, they are shown filled
with wind working to push the boat
forward. In the background, with
simple strokes of the pencil, he repre‐
sented other yachts sailing. There is
even a seagull depicted flying above the
boat, giving additional life to the piece.
With these minute details, James trans‐
mits the feeling of being part of the
action that further enhances the scene

on race day. The sails are full of wind,
and the rigging is straining, the forestay
is drawn at a slight bend, even the mast
is bowed. These are all details that add
up to giving the boat life. It is alive
with the energy of the wind: the viewer
can feel like a participant and experi‐
ence the excitement of the race.

When James Buttersworth returned
to his home in Hoboken, he continued
to paint various maritime scenes, de‐
picting other sloops, schooners, and
races, along with clipper ships plying
the seas, historical events, such as The
Washington Rescuing the Passengers
and Crew of the Winchester, and steam
yachts. It was not until a few years after
the 1851 regatta that James completed
a painting illustrating the cup race.
One such picture, “Royal Yacht
Squadron Cup Race, 1851,” shows the
boat America on the right-side middle
ground, leading the fleet. The Royal
Yacht Victoria, with Queen Victoria
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All works by James E. Buttersworth
ABOVE: Off Dunrose, Cutter Aurora, 47 Tons,
pencil and wash on paper, 1850
OPPOSITE ABOVE: Yacht Race in NY Harbor,
Puritan Leading Genesta, oil on canvas, 11
½ x 23 ½
OPPOSITE BELOW: Royal Yacht Squadron
Cup Race, oil on canvas, 14 ¾ x 27

and Albert aboard, can be seen watch‐
ing the contest in the distance. The
cutter Mona is depicted in the fore‐
ground off the wind. As a firsthand
witness with a series of incredibly de‐
tailed drawings of the event, James’ was
able to capture the race's essence and
action in his finished painting. As with
his drawings and other paintings, he
paid great attention to accuracy, but the
work does not suffer from being over‐
burdened with detail, and it is not
merely a vessel's replica. It tells a tangi‐
ble story of the America's Cup from the
time of the 100 Guinea Cup race.

As other challenges to the Cup were
met with the New York Yacht Club vic‐
torious, James was again there to docu‐
ment and immortalize the events, in‐
cluding the first America's Cup race,
held August 8, 1870, just off Staten
Island. The challenger for the cup was
the yacht Cambria, and yet in the

painting “The First America's Cup
Race,” she is nowhere in to be found.
On the left is the Sandy Hook lightship
and in the center is the defending boat
Magic, which has just rounded the
mark and is on its way to being the first
yacht to claim the trophy, now
renamed in a deed of gift, the America's
Cup. The NYYC would defend another
six challenges during James' lifetime.
The last painting that he finished de‐
picting the America’s Cup race was the
Vigilant defending against Britain's
Valkyrie II in October 1893.

His final work is as dramatic as the
race itself must have been. The picture
is titled “Vigilant and Valkyrie II in a
Stormy Breeze.” The sky is dark, and
the waves quite active, showing white
caps. The wind that day blew easterly at
around thirty knots. In his book on
James Buttersworth, Rudolph Schaefer
described the race by saying "Both

boats set out with reefed mainsails and
small topsails. Valkyrie outpaced the
centerboard Vigilant with her deep
keel, leading by two minutes at the
windward mark. But she blew out two
spinnakers and had to sail downwind
with a smaller 'ballooner' or jib topsail,
and she kept her mainsail reefed." The
Vigilant overtook the battered Valkyrie
II and won the race by 40 seconds on
corrected time.

The following year, James E. Butter‐
sworth passed away in West Hoboken,
New Jersey. His death marks the end of
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the documentation of the America's
Cup by painting. In the 1870s, the dry
plate photographic process had been in‐
troduced, making it easier to document
the America's Cup. The relative ease
with which an image could be captured
and reproduced, meant that photogra‐
phy quickly outstripped painting as the

preferred method to record the events.
Painting and drawing the race never
completely disappeared, however. A
photo may record an accurate and
beautiful representation of the race but,
with a painting, the artist can give the
same scene a personality, tell a deeper
story, and give life to the boats and the

people who raced them. James Butter‐
worth's drawings and paintings are the
first documentation of the great race
before the turn of the century and he
recorded the struggle with the ele‐
ments, with the boats, and with the
sailors. James, as a master of action and
mood, could convey the drama and
emotional thrill of the races as a witness
to the Cup, setting the stage for future
artists to depict the action, excitement,
and personality of yacht racing.

�

All works by James E. Buttersworth

ABOVE: Galatea, oil on board, 8 x 12

BELOW: Mayflower Leading Galatea Around
the Lightship, oil on canvas, 12 x 18

OPPOSITE ABOVE: Washington rescuing the
Passengers and Crew of the Winchester, oil
on canvas, 18 x 24

OPPOSITE BELOW: Vigilant and Valkyrie II in
a Stormy Breeze, oil on panel, 9 x 12







JOYFUL ENRIQUEZ:
AwakeningWonder

by Holly Bird

M y introduction to Joyful and
her work was seeing her
striking painting, “The Per‐

fect Cover,” at the opening of the 18th
National Exhibition in Jamestown in
March of 2020, a year that changed ev‐
erything, but also ushered in a year of
opportunities for the young artist, new
projects and a big move in 2021 with
her husband, Sam. We talked about her
work, her inspiration, her recent move
out to the Northwest from Panama
City, Florida, where she’s resided for the
last few years, and how the Panhandle
coast of Florida played a huge role in
Joyful’s education and inspiration, in
and out of the water.

She’s been an associate member of
Oil Painters Of America (OPA) for six
years and the Society Of Animal Artists,
with her keenly observed and univer‐
sally appealing paintings of sea turtles,
fish, dolphins, sharks and whales. Her
work’s perspective make the viewer
more of a participant than an observer,
swimming in fresh and marine environ‐
ments with the animals she paints.
Sharing that deep blue world on canvas
originated in Joyful’s childhood dreams
of being able to swim and breathe un‐
derwater.

When I first caught up with Joyful
for the Journal, she was nearing the end
of her term as the Center for American
Marine Art’s first Artist-In-Residence at
the Mystic Seaport Museum in 2021,
the day after Hurricane Henri’s brush

by Connecticut in late August. We
talked about how her 18th National
Exhibition painting, “The Perfect
Cover” illuminated her need to paint
the underwater world and her drive to
understand it when she was very young.

She remembers fishing trips with
her grandfather on lakes and ponds
when she was about seven or eight,
looking down into the water and seeing
flashes of color and shadow as shafts of
light angled down into the lily pads, re‐
vealing the fish below the boat:

“I just enjoyed being with him on
the water in such a peaceful atmos‐
phere. I remember looking over the side
of our boat and seeing the sunlight
streaming through the water. Then sud‐

denly you would catch a glimpse of a
fish swimming between the lily pads. It
looked like this whole other magical
and mysterious world, and I imagined
what it must be like to see that world
from their perspective . I just wanted to
get down there and explore.”

“The Perfect Cover” depicts a bass
in that same freshwater underwater for‐
est that she wanted to enter. That piece
is symbolic of the yearning revealed in‐
Joyful’s paintings: “I love painting un‐
derwater scenes, because it continually
brings me back to a peaceful state of
mind that happens when I'm in the
water. It’s a place where I am perfectly
present, and not weighed down by the
fears, anxieties, pains, and pressures of
life. When we are children, we are of‐
ten at our most fearless. The world feels
magical and wonderful as we con‐
stantly explore and discover new
things. There seems to be no limits, We
don't worry about where our next meal
is coming from, or making a mortgage
payment. Then it seems, we gradually
lose that childlike wonder because it
gets crowded out by the stresses, re‐
sponsibility, loss, and pains that come
with adulthood. Each painting I create
serves to reawaken this childlike won‐
der where the world feels magical and
beautiful again, and the cares of life

All paintings by Joyful Enriquez

OPPOSITE : If There Was Only You, oil, 9”x12”
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All paintings by Joyful Enriquez.
ABOVE: Little Miss Independent, oil, 9 x 12 in
OPPOSITE TOP To Get Away and Rest, oil,
12 x9 in
OPPOSITE: Rainbow Road, oil, 12 x 24 in

take a backseat. It's an invitation for the
viewer to not just observe, but participate in
exploring the beauty, mystery, wonder, and
freedom found in the underwater world.

Joyful had originally meant to study
criminal justice in college, but life made
other plans: “I grew up in a very strict home,
so right out of high school I was itching to
spread my wings and sow my wild oats. But
honestly, I ended up going down a very ex‐
treme and dangerous path. I had a lot of
anger and bitterness because of some trauma
in my childhood and was trying to find
some love and peace, but in all the wrong
places.”

That led to a close brush with death at
age twenty-two. Joyful credits God’s inter‐

vention with saving her life, and giving her a
second chance. He gave her a dream and a
renewed sense of worth and purpose to go
and make art:

“The ability to paint beautiful things
brings so much joy, beauty, and hope, and
reminds us that there is so much more to life
than the bad things that happen to us.

From there, it was a matter of figuring
out what to paint, and Joyful recalled that
powerful need to know what it felt like to be
underwater when she was a kid and to be
able observe and paint what she found there.

“After this pivotal moment in my life I
thought, If I’m called to create, then what
kind of art am I going to do, and where do I
need to go?

“I remembered a dream I had as a little
girl where I was breathing underwater,
swimming with whales, and exploring the
oceans depths, and the times I had spent on
the water with my grandfather. These mem‐
ories reminded me of a time when I felt free,
loved, and excited about life. It didn’t take

me long to decide I wanted to paint marine
life”.

Florida was the place she chose to move
to and continue her education. She remem‐
bered watching Flipper when she was a kid;
Florida had the marine life she loved and
wanted to paint. So, she took advantage of
that second chance and chose to attend an‐
other smaller, private school: Pensacola
Christian College where Joyful earned her
BS and MFA in studio art and illustration.

PCC had a reputable art program and
its master artist-in-residence, Brian Jekel,
provided her with the formal training in
drawing and painting she needed. Joyful
knew Jekel was a representational painter
and a working illustrator out of publishing.
Joyful took full advantage of PCC’s more
traditional, studio approach in art education.
It was a great choice, because it gave her the
space, the tools and the kind and patient
mentoring she needed to start over:

“Part of my going there was because I
wanted the opportunity to study with Mr.
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“I imagined what it
must be like to see that
world from their per‐
spective. I just wanted
to get down there
and explore...”

Jekel. His work was very influential for me
and he became a mentor figure, guiding me
through the undergrad and the masters pro‐
gram. He helped me build confidence and
grow as an artist.” He told me, ‘If you want
to authentically capture the essence of what
these creatures are, and the feeling of what
it's like to be under water, you have to be
consistently experiencing that world for
yourself. I can teach you all the techniques,
but I can’t teach how to paint feeling. That is
something that goes beyond just technique.
That’s only something you’re going to learn
by being in the water and observing these
animals yourself. You can’t just be taking
photographs online that other people have
taken of creatures underwater and expect
that you’re going to be able to create some‐
thing original and that has real life to it.
Don’t settle. It may not be easy, and it might
cost you something, but it will be worth it in
end.’ This was so pivotal for me.”

To that end while working on her MFA
in Pensacola, Joyful started taking SCUBA
diving lessons:

“During the first year of my masters, I
was working a couple part-time jobs on the
side so I could afford lessons. I quickly
learned it was an expensive sport between
the training, gear, and the costs of going out
on a boat. During the first summer there I
got scuba-certified in Destin, Florida and it
was really amazing.” Joyful goes on to de‐
scribe the feeling of neutral buoyancy under‐
water and the connection to her paintings:

“There’s a magical moment that happens

when you are scuba diving and become
physically weightless - you feel emotionally
and mentally weightless as well. Its an expe‐
rience that’s very moving, even healing,
about it. It was a transformative experience

for me and a dream come true. It motivated
me to think about painting scenes in a way
that went beyond painting literal things like
turtles or whales. After that it became more
about capturing that feeling I had underwa‐
ter of being filled with wonder and free from
fear and trouble, and to be able to share that
with others through my work ”

Diving also just increased her awareness
of the fragility and deteriorating condition
of the Panhandle Gulf coastal environment.
While still a student, she began to volunteer
with various conservation groups, such as
the Coastal Conservation Association (CCA)
of Florida and helped with the rehabilitation
and release of sea turtles with the CARE re‐
habilitation program in the Gulf coast area.

“As a student, I was brainstorming and
dreaming about what I would like to accom‐
plish and how to make an impact with my
artwork. Studying other artists and respected
organizations made me realize that together
we can accomplish so much more together
than alone. There's a lot of power in collabo‐
ration and coming along-side people with
similar passions and goals.”

“So I started looking for a few organiza‐
tions locally that I could get to know person‐
ally, and connect with the work that they
were doing. It can be overwhelming trying
to attack a problem like pollution and cli‐
mate change when you think of it on a
global scale, but much more manageable
when you personally make changes and do
your part right in your local community”

Joyful’s involvement with these coastal



organizations in Northwest Florida allowed
her to have an ongoing relationship with the
staff and to drill down on the science of sea
turtles and marine conservation programs
while also giving her a close-hand view of
the animals being rehabilitated. While there,
she realized she was going to have to expand
her supply of reference material for paint‐
ings: “In the beginning, most of my works
— okay, all of them — were of sea turtles!”

“I was learning more about these crea‐
tures from a scientific aspect so that it could
bring a deeper level of authenticity to my
work, but it also gave me an avenue to col‐
laborate with marine biologists and natural‐
ists to get source material and interact with
animals in a way that I would not be able to
do on my own.”

In order to do that she realized she
needed to purchase equipment for underwa‐

ter photography — equipment that had a
long learning curve. And so: “I started look‐
ing for ways to collaborate in other ways and
reached out to a fellow artist named Deano
Cook. He's a marine wildlife tattoo artist
out of Atlanta and an award-winning marine
wildlife photographer. He’s been doing it for
twenty plus years and only uses his own
photographs as reference for his tattoos.
Deano also had an interest in painting, so
our mutual passion for sea life started a
beautiful friendship”

Joyful began trading painting lessons for
Cook’s photography lessons and started a
long-term friendship and collaboration ben‐
efiting them both. With her new skills and
equipment, she began doing increasingly
more ambitious dives with her underwater
photography and was able to use her conser‐
vation organization relationships to get her

on boats offshore while volunteering. With
the ability to acquire her own references on
deep-water subjects, Joyful had the knowl‐
edge and ability to move into and then paint
the underwater world from the point of view
she’d sought for years, and at the professional
level she’d sought.

“By shadowing marine life conservation
groups and their work, creating artworks
from what I learned, and donating a portion
of my proceeds back to them, I could actu‐
ally see the impact our collaboration was
having locally. It was very meaningful to me,
to have personal relationships with individu‐
als and organizations helping to protect our
coastal communities in my hometown. Our
work helped to bring awareness and connect
people with the issues that were affecting the
sea-life in their own backyards. This type of
awareness led to others helping and getting



All paintings by Joyful Enriquez.

OPPOSITE: Invitation To Adventure, oil, 20 x 24
ABOVE: King Of The Deep, oil, 8 x 10

RIGHT: Mural in progress.

involved in local conservation efforts such as
volunteer beach cleanups and reduced plastic
use. I’ve found that people tend to care and
invest themselves more into something they
are actually able to see and experience.”

I asked her about her recent Center for
American Marine Art residency at Mystic
Seaport, which came about through her
connections as an ASMA Signature artist:

“The residency is in its inaugural year
with the museum and is an amazing pro‐
gram. They wanted to create an experience
for guests to connect with marine artwork
and the maritime environment in a more
personal way and give a professional artist
the opportunity to immerse themselves in
the historic maritime environment by living
on one of the ships and setting up a studio in
one of the exhibit homes on property. Guests
would have the chance to see live work being
created, and the opportunity to ask questions
to learn more about marine art. This type of
program helps to educate others that repre‐
sentational maritime painting is an art form
that is still alive and well today, and a legiti‐
mate career path for young people.”

“The museum would also have youth
camps, where kids from around the country
could come to learn to sail and sign up for
mentorship programs with a museum worker

associated with
different areas of in‐
terest, including art
and art history.
During part of the
residency these mid‐
dle to high school
aged students would
come over to the
studio and visit with
me in the afternoon.

We would talk
about my personal
background in art,
different art forms,
artistic fundamen‐
tals, and how to
make a living in the
arts field. I would
make recommenda‐
tions to them de‐
pending on what
kind of artist they
wanted to be, what
type of education
they may want to pursue, resources as work‐
shops, books, and business advice that
would help them in the future. I’ve really en‐
joyed that mentorship aspect of the resi‐
dency. It’s exciting to be able to pass along



All paintings by Joyful Enriquez

ABOVE: A Red Afternoon, oil, 12 x 24
CENTER: Just You And Me, oil, 12 x 24
OPPOSITE: A Chance For Adventure, oil,
24 x 18

helpful advice and insight my mentors gave
me that made such a difference in my life
and hopefully will help someone else."

Joyful has built up considerable gallery
representation around the country and I
asked her about what the buyers of her art
tended to be like:

“You know a lot of people who under‐
stand and connect with
the work are those who
have grown up around
the water, or people
who went on vacation
near the water and tried
snorkeling, or maybe
even scuba diving for
the first time. They have
been in the water and
experienced that kind of
healing, peaceful, reflec‐
tive atmosphere so they
just get it. Sometimes
it's someone who is in‐
trigued by the dancing,
refracting, electric light quality that’s
unique to the underwater world and in my
paintings. That’s the most exciting thing for
me as an artist, when someone looks at my

work and it motivates them to go try snor‐
keling or diving for the first time and ex‐
plore that world for themselves.”

“I’ve had quite a few people who work
in professions connected with the water such
as animal caretakers at aquariums and ma‐
rine biologists. It’s mostly people who love
being outdoors, or who are nature enthusi‐

asts, because we all have similar passions and
it’s exciting recounting our underwater ad‐
ventures. Those are the types of connections
that end up creating lasting relationships and
collectors. Because at the end of the day it’s
not just about me, its about artist and collec‐
tor mutually sharing and learning from com‐
bined experiences, stories and passions. It’s
something special about making a living in
this industry.”

I asked and found that Joyful spent

2020 like many of us — working on our
websites and promotional materials in the
extended downtime of that year. She hired
professionals to help her create a promo‐
tional video for her website that she be‐
lieves has created a successful and more per‐
sonable connection to potential collectors
of her work, especially when she couldn’t

attend openings and
exhibitions during
the pandemic:

“This new video
biopic has done a re‐
ally great job. There’s
been a lot of positive
feedback from peo‐
ple and organiza‐
tions. People felt like
they were able to
connect with me on
a more personal
level, even though
we weren’t able to be
together in person at

an art event.”
The video made an impression with

Mystic Seaport and was used in both her
original application for the residency and
later in large presentations to the public:

“...when I came to the residency here,
the director saw that video and said, ‘if
you’re open to it I'd really love you to give a
lecture and have all our members come in
and give a presentation in our conference
room to talk about your story; about this
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idea of inviting people to be a participant
and awakening wonder and how art can be
very powerful in transforming the human
life and the human heart.’

“I had several people come up after‐
wards, and tell me they might not have felt
comfortable sharing their own stories, but
after hearing mine, they feel more open and
that it gave them hope. “For me — that’s
everything. That’s why I’m doing this in the
first place.”

What’s next in 2022 and beyond?
“I’ve been brainstorming and praying

about what to pursue the next couple of
years. After a recent trip to dive with tiger
sharks in the Bahamas, I’ve felt moved to do
a whole series of shark paintings. I’ve loved
sharks since I was a kid, but this was my
first chance to be in the water with so many
different kinds. They’re so under appreciated
and people have the idea that they’re just
ruthless man-killing machines. From my ex‐

periences, I can tell you they are not, and it
would be lovely to try to change these
harmful, pre-conceived notions people have
about sharks.

This year, I also applied for an artist
grant from the Stobart Foundation, upon
the recommendation of Russ Kramer. They
provide grants to young or emerging artists
to help them pay for an experience that
would help enrich their career or to help
them grow as an artist. When I was really lit‐
tle, I had this dream that I could swim with
whales and breathe underwater. So far I’ve
not lived in an area where I could actually
study them and photograph them under wa‐
ter. But swimming with whales and creating
a series of paintings about them has been the
goal of mine for a long time. There’s only a
couple places in the world you can legally
get in the water with them and is no small
expense.

This past month I discovered that they

awarded me the grant to support a trip next
year to go to the island of Tonga to swim
with humpback whales and photograph
them. It’s one of the few spots you can actu‐
ally get in the water with them and only
take out a few boats of 5-6 people at a time
So they’re often booked out years in ad‐
vance. This is a dream come true and look‐
ing forward to creating this series of Hump‐
back paintings.

Joyful listed some major influences on
her work: “Stanley Meltzoff is top of the list.
He is considered the father of underwater
painting. He was one of the first people at‐
tempt painting underwater scenes, but also
became a master of the art form. My num‐
ber two: probably Greg Beecham. He doesn’t
paint undersea life. He’s a wildlife artist
though, and I love the way that he sculpts
with the paint; lots of textures and palette
knives; you're looking at it from far away
and it looks so real and then you get up to it
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All paintings by Joyful Enriquez

BELOW: A Little Bit Of Spunk And Spirit, oil,
12 x 16

OPPOSITE: The Perfect Cover, oil, 22 x 28

and it's just all these abstract palette knife
strokes. I’ve taken workshops with him over
the past couple of years and he's been a
tremendous influence on me. And then of
course, Brian Jekel — now retired as artist in
residence at Pensacola Christian College.”

About the recent move to Washington
state, where her husband has accepted a
teaching position at Central Washington
University while working on his graduate
degree, Joyful states: “I started out in Flor‐
ida, but even when we [Sam and I] were
dating, the move was something we talked
about doing. And you know, ever since I
was little, above all the animals, whales are
my favorite. They have humpbacks and
right whales, and way up the coast in Puget
Sound, they have orcas!”

And finally — Joyful found ASMA
while still in her three-year MFA program in
Pensacola.

Not only did she find the professional
level of work and subject matter in ASMA a
good fit, but her other favorable first impres‐

sion was that the organization “seemed to be
very education oriented”. She was delighted
to be accepted for membership in 2019 and
became a Signature member in 2020. She
also notes that she’s found ASMA’s regional
shows held in maritime or other coastal
community museums to be a perfect venue
for her work and that they’ve helped her to
connect with new representation and
prospective collectors.

Joyful says about ASMA that she has so
much “gratitude to the organization; it’s
been so welcoming and everyone’s been
generous with their advice and critiques.
The first year I joined, I grew so much as an
artist.”

As a thirty-five year old artist who
forged a second chance at life through art,
she has this advice for young artists: “[It]
takes time and patience. Set a dream-goal,
for instance: one of mine was to show my
work in a museum one day. I worked to‐
wards that goal by doing one thing every day
that advances me, or my art or my business

in the short term... and then also one thing
that advances my long term goal. If you are
consistent and intentional at working at it,
you can grow.”

In awakening wonder in her own life,
Joyful Enriquez has forged a path for oth‐
ers artists to heal, grow and pursue their
own dreams.

�
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I very much consider myself a
work in progress, particularly
since I’ve returned to art

mid-2019 after a 30-plus year absence.
However I am more than happy to
share my observations and experiences
with fellow artists, hopefully by provid‐
ing some assistance and maybe short‐
ening the learning curve just a bit
when first adding birds to their work.
When I look at the work being done
by ASMA members, I see a body of
work defined by research, experience,
and observation of boats, ships, marine
environments, waves, atmospheric con‐
ditions etc. In other words, a group
easily capable of adding birds to their
art work if inclined.

It obviously helps to like birds, to
just enjoy the outdoors, and to be
curious about them. I was fortunate to
be raised in an outdoors-oriented
family. My Mom grew up on a farm in
a hunting family in the foothills of the
Blue Ridge Mountains in southwestern
Virginia; my Dad grew up in rural NJ
where he hunted, and fished. Growing
up in NJ with visits to Virginia, a good
amount of time was spent fishing and
wandering the woods with summers at
the Jersey Shore, and yearly trips to a
fishing camp in Ontario. While I was
aware that birds existed, it wasn’t until
my first trip home from college, eating
my first home cooked breakfast in four
months, and my Mom telling me to
come to the window (which 18-year-
old hungry me did not want to do, but
it was my Mom) that birds became a
source of fascination. My folks had in‐
stalled bird feeders and thus the genesis
of birding.

My guess is once the interest to add
birds manifests itself, all of a sudden
wherever one goes for an outdoors ex‐
perience, there are birds. If one goes to
the coast there are ubiquitous shore

birds, terns, gulls etc. In a marsh envi‐
ronment, if you throw a stick (note I’m
not an advocate of throwing things at
birds) there’s a heron or egret. If it’s a
good day, there are the big raptors and
also pelicans, along with all manner of
waterfowl. So, the question then
becomes, how to translate the observed
bird to a paintable subject? In today’s
digital world with Instagram, Pinterest,
and other photo sharing apps, there is

no shortage of paintable images. Copy‐
right issues aside, the established art
ethics, as I understand them, dictate
that any representation be based on
one’s own images. To enter any of the
major juried shows, the rules require a

A BIRD’S EYE VIEW
Incorporating avifauna into your marine works
by Chris Forrest

All works by Christopher Forrest
OPPOSITE: Rocky Crossing, 18 plate
lithograph, 17 x 23 in
ABOVE: Flyover, oil, 20 x 16 in
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certification that the work is based on
the artist’s own images . The answer for
me has been field observation, my own
reference photography, and a collection
of mounts & skins . We are fortunate
to have available amazing camera gear
capable of almost instantaneous auto‐
focus, the ability to shoot an unlimited
number of images for free, and birds
that are relatively common, slow
moving, and easy to photograph.

Returning to art after that 30 year
absence I felt the need to re-experience
the field time and update my reference
material. I had never focused on coastal
birds nor for that matter the ocean.
The emphasis also had been on the
animal as the subject with the back‐
ground designed around it. In 2018
my wife and I moved to Brigantine,
NJ, a coastal island on the Atlantic
flyway. My day in day out surround‐
ings were waves, marsh, amazing skies,
terns, egrets, and shore birds. My
journey commenced on two major
pathways . One was to learn to paint
again, reread art books & articles (learn
new terms for old techniques like de‐

All works by Christopher Forrest
LEFT: Low Country Evening, oil, 16 x 12 in

BELOW: Tern Playground, oil, 12 x 24 in

OPPOSITE: Return of the Hunter, oil, 16 x 20 in
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saturate colors), investigate and pur‐
chase all new supplies. I must admit it
was fun to get all new materials but a
little nerve- racking at the same time.
One of my old favorites was Arches
cold press paper for acrylic painting. I
felt like I wanted to go in the direction
of oils and found Raymar made an
Arches oil paper archival panel. I
found my interest now in capturing
marine environments and adding
wildlife as part of the scene. Shaking
off the rust and painting again has been
an absolute thrill and keeps me chal‐
lenged every day.

Path # 2 was to acquire reference
experience and material. In the wildlife
art arena the critter had to be anatomi‐
cally correct which meant a lot of time
devoted to observation, photography,
and anatomical review.Thus the other
big research and acquisition issue was a
camera. Obviously there is a big finan‐
cial difference between getting the
wrong tube of paint and making a hash
of the camera investment.

I was aware that today’s digital
cameras were amazing and once the
camera was purchased the photographs
were free. I must admit that while se‐
lecting brushes and paints was a bit
stressful, selecting a camera was agoniz‐
ing. Knowing this day was coming for
the last couple of years, I’ve received
daily photography forum updates from
“Ugly Hedgehog”; an amazing website
/forum that features gear issues, photo‐
graphs, and a “BIF or bird in flight”
interest group along with other topics.
Along with UHH I started reading
reviews, particularly DP review, Rock‐
well photography, and a number of
wildlife photographer websites. The big
decision was a camera requiring inter‐
changeable lens or a super zoom with
an integral lens. I wanted to be able to
take 20 shots of a critter at 600mm,
switch to a breaking wave, and then
nail the shells & driftwood 5’ away.
With proper reference material I could
fill in the anatomical fine points as
long as I had the general shape of the
animal in action. The idea of switching
lenses to go from the distance action

shot even with a zoom to the immedi‐
ate foreground was onerous, particu‐
larly on a windy day with the sand
blowing. Thus I decided on a bridge
super zoom camera; Sony RX10 M4,
purchased through B&H. Per multi‐
ple references B&H photo, Adaorama,
and KEH for used equipment have ex‐
cellent reputations. I’ve also found
B&H to be absolutely extraordinary in
providing advice on gear selection.
Also coming from a 40 year ago film
background learning to use one of
these puppies was a struggle. May I rec‐
ommend secondary market guides, in
my case by Ken Freeman for the Sony.
An easy way to tap into the research in
selecting a camera is to web search
“Super zoom cameras for birding”. I
have been absolutely thrilled with the
Sony. It features 0.03 second autofocus
which is incredibly useful for birds in
flight. My settings for birds: aperture
priority set at f8, shutter speed 2000,
iso floats. Other options or recommen‐
dations are for shutter priority etc. Like
much in life and certainly to include
this article, it comes down to an
opinion and what works for the indi‐
vidual. For land/sea/sky reference I
pretty much use automatic. The other

course of action is camera body and in‐
terchangeable lens. Again an area that
requires considerable research and
offers extraordinary capabilities.

The camera work yields shapes &
images of wildlife that can be inte‐
grated into the scene in a secondary
role that can add life to the painting
and also be complementary to the
mood of the scene. Or it can be the
subject. For me it helps for the photo‐
graphs to be complimented with a
review of bird anatomy/feather struc‐
ture and helps immeasurably in inter‐
preting the photographs. A couple of
anatomy books that are commonly
available are “The Law’s Guide to
Drawing Birds” & Mohrhardt’s “Ency‐
clopedia of Bird Reference Drawings”.
I find supplemental anatomy illustra‐
tions and photographs to be essential.
Significant time is devoted to drawing
& redrawing the bird on parchment
paper, attempting to get the correct
shape and then the feather patterns.
With a couple of exceptions of wildlife
as the subject matter, the majority of
my paintings are well underway and
the wildlife is a rough idea. The birds
are introduced when the painting is
probably some ⅔ complete.
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An area that I’ve struggled with is
the level of finish or detail in wildlife,
certainly with birds in flight. Icons in
this arena that come to mind are
Fenwick Lansdown, Robert Bateman,
Guy Coheleach, all the way to Manfred
Schatz. This represents an incredibly
wide spectrum. In a Lansdown piece all
major feathers are detailed, and Schatz
used to be teased at shows that in his
work there were just blurs for moving
wings or feet. Arguably greats like
Bateman and Coleleach fall somewhere
in the middle. It appears to me that
within marine art the spectrum goes
from the impressionist, PleinAir, highly
detailed ships/boats under sail, to the
hyper realistic seascapes. My work so
far I think tends more towards the
highly finished or detailed. However
the artwork that I admire runs an in‐
credibly wide gamut from the quickest
PleinAir to the most studied studio
piece. I attempt to depict the wildlife
with a level of finish consistent with
distance and movement, and also to
have a level of finish congruent with

the surroundings. However, I very
much consider myself a work in
progress and am hopefully still learning
and developing.

Previously, I mentioned growing up
in an outdoors oriented family. Also
my first memories of an art inclination
were colored pencils in the first grade,
followed by oil lessons age 11, and
always with the understanding that I
was destined for art school. However
my family had a large military presence
in both WWI and WWII. With the
outdoors and military traditions, I
decided my senior year of high school
to study civil engineering along w/
ROTC at Virginia Tech (outside of the
academies, Tech commissions more
officers than any other institution). I
was commissioned in the Army, served
10 years and was on a career path.
Highlights included tours in Vietnam
and Germany, graduate school in engi‐
neering, command and operations as‐
signments, and both Ranger & Air‐
borne training. However during grad
school I found myself painting again

and particularly focused on wildlife. I
found all of my spare time focused on
art rather than reading the latest road
design manual. My last military assign‐
ments were in NJ and a local gallery
was developing an original graphics ca‐
pability, i.e. etching & multiplate
lithography which I totally embraced. I
resigned my commission and for the
next 10 years was a full time artist con‐
centrating on wildlife primarily with
hand drawn multicolor/plate lithogra‐
phy and also painting in gouache,
acrylic, & oil, producing some 125
plus original prints. In search of refer‐
ence material I would spend at least
one day per week in some wilderness or
wildlife area and every summer con‐
ducted a family camping trip typically
of a month to some part of North
America. As of now I have wandered
all 4 corners of the country and north‐
eastern Canada. At the 10 year mark
my distributor ran into difficulties and
I decided it was time for another career
where I could be in control.

For the last 30 plus years I have de‐
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veloped a financial services practice
with Northwestern Mutual, working
with individuals, businesses, and pro‐
fessional practices throughout the
country. I briefly tried to dabble in art
in the mid-nineties but found it to be a
total frustration. However I kept up
my art reading, knowing a day would
come for a return to art.

By mid-2019 I had transitioned my
practice, moved to a coastal commu‐
nity, and commenced painting primar‐
ily in oils. Living in Brigantine, NJ, my
focus is on everyday ocean & low
country environments with wildlife as
part of the scene. I am thoroughly en‐
joying shaking off the rust, learning to
paint again, right now trying to create
a body of work, and getting a grasp on
today’s art business environment and
concomitant social media, web sites
etc. I must admit the paint part has
been much more enjoyable than the
learning curve for the business aspects
but that’s to be expected.

I’m married with a tremendously
supportive wife, with three great chil‐
dren with terrific spouses and four
super grandchildren.

I’m very happy to correspond or
assist, in any way possible, anyone in
the organization who would like more
information on adding birds to their
work or bird watching.

�

Chris Forrest is a Signature
Member of the Society of Animal
Artists. Just in 2021, his works have
been juried into the Copley Society
National Exhibition, the IGOR Inter‐
national, NOAPS-BOA small works
and OPA shows. One of his works will
also be appearing in the ASMA North
Regional Exhibition at the Krasl Art
Center in St. Joseph, Michigan.

All works by Christopher Forrest
OPPOSITE: Just Fishing, oil, 13 x 20 in

TOP: Anniversary Terns, oil, 9 x 12 in
MID: Hazy Morning Hangout, oil,16 x 20 in

BOTTOM: Winter Visitors, oil, 14 x 24 in
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John Caggiano, ASMA, has received
numerous awards and recognitions re‐
cently, including: Best Artist Over 65, in
the 11th Annual Plein Air Salon,
PleinAir Magazine, Winter River, oil, 24”
x 24”; the William D. Zahn Award at the
Salmagundi Club’s Black & White Show
for Storm Cellar, pen and ink, 15” x 11”;
the Stevenson/Gallano Award from the
Hudson Valley Art Association in the
88th National Juried Exhibition for Last
Stop, 12” x 24”; the Old Mission Special
Award at Paint Grand Traverse (MI) for
AWelcome Retreat, oil, 12” x 16”; Best of
Show at the Annual Members Show of
the Outdoor Painters Society in Corsi‐
cana, Texas for The Old Barn, oil, 12” x
16”; an Award of Merit from the Na‐
tional Oil & Acrylic Painters Society,
Small Works Show for Home Stretch, oil,
8” x 16”; he was also a Juried Artist in
the Copley Society’s National Marine Ex‐
hibition, Connected: Land & Sea for
Tidal Flow, oil, 18” x 24”.

ASMA Signature artistMitch
Caster’s painting, Adobe Dusk, oil, 18” x
24”, was accepted into the Oil Painters
of America Western Regional Exhibition
at the Mary R. Koch Arts Center (Mark
Arts), showing in Wichita, Kansas from
October 15 to November 27.

Member Dale Cook has been busy
preparing for two shows, working with
his ‘painting pal’ Helen Shideler. Their
first show “Sand in Our Shoes” was on
Grand Manan island off the coast of
New Brunswick, Canada. They exhibited
about 50 works of art based on their
plein air and beach excursions in the
Maritime provinces. Their second show
was called “Water’s Edge” and was in
Tatamgouche, Nova Scotia with over 40
pieces of Maritime coastal scenes. They
were pleased that some pieces found new
homes and really enjoyed hearing their
visitors and buyers share stories and how
they connected with particular works.

Signature memberMark Daly’s
Sunset Sails, oil, 30” x 24” was juried into
the Oil Painters of America 2021 Eastern

Events of Interest

Regional Exhibition at ArtCenter
Manatee in Bradenton, Florida from
September 28th to October 22nd. His
work Restoring a Treasure, oil on linen,
20” x 24” was accepted into ViewPoint
53 national juried exhibition at Art
Design Consultants, 2124 Madison
Road, Cincinnati, Ohio, from September
17th to October 16th.
Austin Dwyer, ASMA, received a

commission to paint a beloved animal
portrait of a Great Dane using a tech‐
nique Austin had been working with
which incorporates the ashes of the
animal. “After drawing an outline of the
animal, I treat the area with a mixture of
refined Safflower oil (which is kosher)
and the ashes. It dries with a heavy textu‐
ral finish that allows me to apply the oil
paints. I think it is okay to touch this
kind of painting.” It is the second time
he’s attempted this, and approaches the

project with the utmost solemnity.
Austin also took Best of Show in the
Coos Bay Museum show in Oregon and
was selected for ASMA’s First Interna‐
tional Online Marine Art Exhibition.
Sheri Farabaugh, ASMA will have a

two-person show with Susan Matterson
at Mary Williams Fine Arts in Boulder,
Colorado, opening October 6th. Her
painting Lotus Garden will be featured in
the Garden Competition in International
Artist’s October/November issue.
Paul Garnett, ASMA has had three

more images licensed by McBooks Press
for covers of David Donachie’s John
Pearce series of books. Paul’s works will
appear on the titles An Awkward Com‐

OPPOSITE: CW Mundy, F/ASMA Boats at
Mevagisy: Cornwall, oil, 12 x 12 in

ABOVE: John Caggiano, ASMA Winter
River, oil, 24 x 24 in
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ABOVE: Mitch Caster, ASMA Adobe Dusk,
oil, 18 x 24 in
MID: Mark Daly, ASMA Restoring a
Treasure, oil, 20 x 24 in
BELOW: Austin Dwyer, ASMA A Great
Friend, oil mixed with ashes and sunflower
oil, 30 x 22 in
OPPOSITE TOP: Paul Garnett, ASMA In a
Portsmouth Fog, 74 Gun Ship Frigate
Hercules, oil, 15 x 20 in
OPPOSITE MID: Lance Lee & Fellow Neal
Hughes with Watermark

OPPOSITE BOTTOM: Alana Knuff, ASMA Tall
Ships, oil, 24 x 18 in

mission, A Flag of Truce and The Admi‐
ral’s Game.

Diana Hayes informs us that Scott
Chatfield, Director of the Scholastic Art
Association of New Hampshire was
invited to submit an article to Bedford
Living Magazine on the SAANH
program he has headed for a number of
years. In it, he expressed appreciation of
the ASMA Young Marine Artist Search
program that SAANH participated in for
four years. Diana brought the program
to Scott’s attention and it was a great
success. (Editor’s Note: While ASMA has
discontinued the YMAS program as an
operation of the Society, it is dedicated to
educational outreach. If you want to
come up with and execute an educational
outreach program, please let someone on
the board know!)

Fellow Neal Hughes reports that
Lance Lee, founder of the world-famous
Apprenticeshop in Rockland, Maine, a
boatbuilder, mentor and world traveler is
the new owner of Watermark, a work by
Neal depicting a Crotch Island Pinky--a
boat that Lee built almost 50 years ago.
“I feel honored to have him as a new col‐
lector and will not forget the insightful
conversation I had with this remarkable
man. It was truly a blessing that he came
across my painting in a gallery guide and
I believe it was meant to be!”

Neal has also garnered three awards
for his work Dreamboat Nocturne: Best
Associate Award of Excellence at the Oil
Painters of America National Exhibition,
and a First Place and Artists Choice
Award at the Cape Ann Plein Air Com‐
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petition and Festival - Don Demers, F/
ASMA was the Awards Judge.
Sandra Kavanaugh, ASMA, head‐

lined a mid-season show at the Sullivan
Fine Art Gallery in Bedford, NH. ‘Songs
of Summer’ featured waves breaking
along coastal New England. Diana
Hayes says the trio of gifted artists was
dominated by Sandra’s strong ’stories’ in
wave action, sea spray, color and move‐
ment that fill her frames, Rollin In and
Lovely.

Signature member Nadia Klionsky’s
painting At the Crossing is part of the Na‐
tional Midyear Exhibition at the Butler
Institute of American Art in
Youngstown, Ohio. Her painting Reed
Cove, Maine was accepted into the
ASMA North regional exhibition at the
Krasl Art Center in Saint Joseph, Michi‐
gan.
Alana Knuff, ASMA is excited to

report that her painting Tall Ships has
been selected for the Oil Painters of
America 2021 Eastern Regional Show
hosted by ArtCenter Manatee, Braden‐
ton, FL September 28 - October 22,
2021. Five of her shrimp boat paintings
will be part of Art Show: Charleston:
Celebrating the Lowcountry, hosted by
the Arts Council of Moore County,
Southern Pines, NC October 1, 2021 -
October 29, 2021

Look out for Signature member
Michelle Jung's feature article in the
Sept/Oct 2021 issue of Artists' Maga‐
zine, written by Jennifer Rein. Jung will
also be part of a new exhibition called
"Sisters of the Brush and Palette, Women
Artists of the Guild", October 30 - No‐
vember 27, 2021 at the Guild of Boston
Artists gallery in Boston, MA. Also,
Michelle has been selected to teach work‐
shops at the Scottsdale Art School begin‐
ning in April, 2022.

Fellow CWMundy will be the
Awards Judge at the 22nd American Im‐
pressionist Society National Exhibition
in September 2021, at Gallery 1516,
Omaha, Nebraska. CW is also honored
to be featured in the October/November
edition of Western Art & Architecture.
His marine works featured in the article
include Boats at Mevagissey, Cornwall and
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ABOVE: Nadia Klionsky, ASMA At the
Crossing, oil, 30 x 40 in
MIDDLE: Sergio Roffo, F/ASMA Don’t Try
This at Home, asphalt, rubber, and oil on
canvas
LEFT: Sheri Farabaugh, ASMA, Lotus
Garden, oil, 24 x 36 in

Point Lobos, California.
Fellow Sergio Roffo was painting up

at Mt. Desert Island a few weeks ago and
was packing to come home. He placed
his plein air paintings on the roof of his
vehicle. 70 miles later, on I-95, he real‐
ized that he didn’t remember packing
them. Pulling over, he saw the paintings
were gone. “I called my contact up there
and asked if he would retrace my route.
A half-hour later I got a call saying that
he found only one painting but the
photo he texted me had tire tracks all
over it. I asked him to ship it to me after
it dried. I did manage to repair the paint‐
ing as good as new. Lesson learned here:
don’t ever put your paintings on the roof
of your vehicle!” Sadly, the other un‐
signed piece was never found.
Jeff Sewell, ASMA, will be one of 35

artists participating in the 23rd annual
Laguna Beach Plein Air Painting Invita‐
tional October 2nd to October 10th,
2021, hosted by the Laguna Plein Air
Painters Association.

Member Bill Schmidt’s paintings
Bay View and Annual Sailboat Show in
Annapolis were accepted into the Coos
Maritime Exhibit at the Coos Art
Museum in Coos Bay, Oregon. Bay View,
16” x 24” was painted on a really hot day
from the top deck of a floating restau‐
rant/ bar in Deale, Maryland, with no
one else up there. Annual Sailboat Show
in Annapolis 24” x 12”, represents one
aspect of a tradition that goes back many
years. Each October, thousands of
sailing enthusiasts from near and far
gather for the annual show that takes
over the downtown harbor. Hundreds of
sailboats are on display amidst colorful
flags and banners. His painting Loading
the Morning Ferry was juried into the
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ABOVE: Dale Cook, Sand in our Shoes, oil,
24 x 30 in
RIGHT: Bill Schmidt, Annual Sailboat Show
in Annapolis, oil, 24 x 12 in

National Oil and Acrylic Painters Society
Associate Member On-Line 2021 Show.
The painting depicts present day activity
at the historic White’s Ferry across the
Potomac River.

The Anchor to Windward
Campaign was established to
provide the Society with the
resources to withstand economic
downturns and troubled waters.

Having achieved, and surpassed,
last year’s goal, we must rededicate
ourselves to continuing to grow this
safety net.

It would be easy to stop now,,
and whittle down our capital every
time we faced a shortfall; or we can
tighten our belts a little more, and
give a little more, in the hope that
the Society will be there for future
generations of artists.

This year, we’re hoping to add
$20,000 to the fund’s value.

Anchor to Windward serves as a safety
net for all our activities, like:

• ASMA’s National Exhibitions

• Museum Shows

• Regional Exhibitions

• The National Marine Art
Conference

• Invitational “for sale” Shows with
Partner Institutions

• Demos and Paint Outs

• Educational Outreach

Please consider making a legacy
gift to The American Society of
Marine Artists through your will or
trust, or by naming the ASMA as a
beneficiary of your retirement plan,
life insurance or other assets. For
more information, please contact
Nick Fox (nicolasfox72@gmail.com).

Thank you for being a member
of this great organization, and for
making a personal investment in its
future excellence!

A����� �� W������� ‘21-’22
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Cecilia Chenault
Hawaii

Cary Galbraith
Pennsylvania

John Kelley
Virginia

Catherine Mamola
New Jersey

Joli Morgan
Alaska

Jeremy Skog
Virginia

Neal Swanson
Massachusetts

Kathy Varadi
Georgia

Stephen Walker
Maryland

Laurie Warner
Massachusetts

Elizabeth Whelan
Massachusetts

NEW MEMBERS

Your membership renewal is the
lifeblood of the Society. Renew now
to keep your membership current
through 2022. Membership fees are
payable by January 1st.

Signature Members who allow
their memberships to lapse will be
required to resubmit a new portfo‐
lio of works for review.

On the website, log into your
profile and click “renew.” If you’d
like a paper form to mail in with
your renewal check, one can be
found on the website at: https://

americansocietyofmarineartists.com/
Renew

Make your checks payable to
ASMA, PO Box 2903, Gainesville,
GA 30503

If applicable, upon renewal,
Signature Members also pay their
annual $10 maintenance fee for their
gallery page and $10 for their annual
personal web link renewal fee. To
cover extra mailing costs, Canadian
members add $12.00, International
members add $16.00

Annual Membership Fees - 2022

Fellow $125.00

Signature Member* $100.00

Sustaining Signature Member $65.00

Regular Member $65.00

Student Member $15.00

* Not including gallery page and
weblink renewal fees.

RENEW YOUR MEMBERSHIP NOW

AGM
Due to the continued threat

from Covid-19 and its variants,
the Society will again hold its
Annual General Meeting online
via Zoom or similar online
meeting service. The meeting is
scheduled for 7 pm, January
10th 2022. On or about Novem‐
ber 10th, 2021, the Society will
publish the recommended slate
of new directors on the website
and ask its members to fill out a
proxy form that will allow the
Secretary to vote appropriately.

Mark Daly’s Sunset Sails, oil,
30” x 24” was juried into the
Oil Painters of America 2021
Eastern Regional Exhibition at
ArtCenter Manatee in Braden‐
ton, Florida



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 of model ships and maritime history.

For more information contact us at: www.thenrg.org or call 585 968 8111
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Area Representatives

ASMA North (includes international)

Carol Shahbaz
carolshahbaz@sbcglobal.net

ASMA East

Lynn Mehta
lynnmehta@gmail.com

ASMA South A

Anne Brodie Hill
annebhill@aol.com

Charles Sharpe
csharpetts@aol.com

ASMA South B
(includes Virgin Islands)

Val Sandell
valartist@aol.com

Sharon Way-Howard
swayhoward@aol.com

ASMAWest (includes HI, AK, FPO and
AE)

Brent Jensen
brentjensen@me.com

Dutch Mostert
dutchmostert@netscape.net

Buck Braden
buckbraden@yahoo.com

Advisors to Area Representatives

Kim Shaklee
kim@kimshaklee.com

Jon Olson
jonlolson@aol.com

Austin Dwyer
aadwyer@austindwyer.com



William Moore Davis (1829 - 1920)
“Schooners at Sea: a Close Shave,” c. 1860.

Oil on Canvas, 12 x 14 in


