


Winslow Homer (1836 - 1910) FogWarning
1885, oil on canvas, 30 x 48 inches

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 premiere June 15, 2021 and
remain open to the public until June 30th, 2022. The Society will produce a high-quality catalog of the show.

ASMA North Regional Exhibition at the Krasl

The Krasl Art Center, located in Saint Joseph, Michigan, will host the 2021 ASMA North Regional Juried
Show. Digital copies of up to 3 works may be submitted for entry online between June 11, 2021 and August 5,
2021. (See prospectus on our website at: https://americansocietyofmarineartists.com/ASMA-North-Regional-
at-the-Krasl)

From June 19th until October 3rd, the 18th will be on display at the Minnesota Marine Art Museum in Winona,
Minnesota. Minnesota Marine Art Museum, 800 Riverview Dr, Winona, MN 55987 | (507) 474-6626
https://www.mmam.org/
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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

Rejection.

It’s something we all deal with as artists, and yet it hurts every time.

But I have to say my rejection from the First International also made me
proud.

It’s not that I’m proud I got rejected. And it’s not that I’m proud our Soci‐
ety and Fellows had so many great works to select from–because that is worth
being proud of. It’s that even though I’m president of the Society and work
hand-in-hand with the Fellows every day, that didn’t “get me in.”

We’re familiar with other organizations where it’s inside baseball and log
rolling all the time. The winners and losers are pre-determined and the playing
field is anything but level. But that’s not who we are.

The First International Online will have have premiered at www.interna‐
tionalmarineart.com by the time this magazine reaches your hands. It repre‐
sents the best marine art we and our fellow societies around the world have to
offer. Take note of the work by our colleagues in Australia, Canada, France and
the United Kingdom. Appreciate how many thousands of hours of work went
into each artwork–not just what you see on the screen, but the experience, ed‐
ucation and persistence of the participating artists.

And be especially proud of the work by our members, knowing that our
dedication to excellence is unalloyed by influence or alliance.

Stay cool!
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THE FIRST INTERNATIONAL

The First International Online Ma‐
rine Art Exhibition is on! Six years ago,
Charles Raskob Robinson F/ASMA,
suggested the Society partner with our
international brothers and sisters in the
craft to demonstrate the artistic wealth
and robust creativity of the contempo‐
rary marine art world.

With Charlie as the project leader,
everything came together quickly. His
international contacts at the Australian
Society of Marine Artists (also ASMA),
the Canadian Socity of Marine Artists,
the French Peintres Officiels de la Ma‐
rine, and the Royal Society of Marine
Artists all agreed to share the best of
their national marine art.

By the Editors

ABOVE: Barry Peckham,Westward off the
Needles, oil, 19 x 28
RIGHT: Ed Parker, Boothbay Harbor Yacht
Club 1910, mixed media on panel,
18 x 18



6

Because it is a virtual
exhibition, we have
been able to give each
artwork the attention it
deserves. We hoped to
keep the show to just
150 works and the par‐
ticipating societies
agreed to proportional
representation to keep
the numbers down. But
despite their, and our,
best efforts, we still
ended up with
168 works.

I hope you will
take the time to visit
the exhibition’s website
at www.international‐
marineart.com, and
pick up a copy of the
show’s catalogue, to
discover and rediscover

artists and images you didn’t see the
first time around. The website will be
up for a year, and then will be gone for‐
ever, so make sure you order your cata‐
logue early.

It is most important for us to thank
the representatives of the foreign Soci‐
eties who really brought this exhibition
together. Just as the show is alphabetical
by Society and then by artist name. We
want to recognize, in alphabetical order,
Dr. Paul Adamthwaite, CSMA, of the
Canadian Society of Marine Artists;
Karen Bloomfield, ASMA, president of
the Australian Society of Marine Artists;
Mark Myers FE/ASMA, FRSMA, of
the Royal Society of Marine Artists;
David Hannaford who provided vital
aid on the digital front; and Jacques
Rohaut, POM and Anne Smith, POM
for their care and attention to getting
things right.

On our end, Charlie Robinson F/
ASMA, and Kim Shaklee F/ASMA en‐
couraged and managed the Fellows of
our Society in both participating and
judging the American entries. ASMA
Board members and Signature Artists
Holly Bird and Micaiah Hardison made
sure we were dotting our ‘i’s and cross‐
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ing our ‘t’s. As always, Fellow Len Tan‐
tillo served as a tireless guide in art di‐
rection and design, while president
Nick Fox ASMA, built the website and
layed out the catalogue.

The goal of an exhibition of this
kind is to show off, and to show off in
the best possible way. Many of us know
the artists we admire and wish to emu‐
late. A lot of us joined our Societies so
we could engage with those artists who
stir our imaginations and serve as pat‐
terns for our creativity.

In this exhibition we get to en‐
counter, once again, our Society col‐
leagues, but we also discover new
artists, new directions, new creativity.
By literally reaching out around the
world, we find not only the new, but
also the instantly recognizable. We see
the similarities of struggle, craft, and
appreciation of the natural and man-
made world. In sum, we see ourselves.

And isn’t that a private goal of
artists everywhere? To not just share the
subject matter–what’s on the canvas or
shaped by hand–but to share the uni‐
versality of creation. We are the best
consumers of our colleagues’ work be‐
cause we know what went into it. Un‐

like the casual viewer who can say “I
like this,” and “I don’t like that.” we
know the whys and hows of the myriad
choices that face the marine artist. We
know and we look, astonished, at what
we’re capable of.

•

CLOCKWISE ACROSS PAGES FROM ABOVE:

Robert Steele, Balclutha 4, oil, 61 x 112

Christine Hill, LaPerouse Boatshed,
watercolour, 18 x 24

Ib Odfeldt, SS Thyra, oil, 16 x 20

Alan Runagall, LowWater, Leigh-on-Sea,
watercolour, 11 x 15

Sylvie du Plessis, DoWe Go Swimming…,
ceramic, 11 x 6 (each figurine)
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CLOCKWISE ACROSS SPREAD FROM RIGHT:

Richard Loud,Watching the Race,
Marblehead 1916, oil, 26 x 39

François Legrand,The Shipwrecked,
oil, 78.7 x 118.11

John Horton, Arrival off Victoria, oil,
24 x 36

Kent Ullberg, Interdependency, bronze,
33 h x 18 x 11

Peter Rindlisbacher, Outward Bound
from Louisbourg, 1744, oil, 36 x 48

Marie Détrée-Hourrière, Seahorse
Sarabande, oil, 39.5 x 39.5

Peter Wileman, Beyond the Wind, oil,
20 x 24





by Nick Fox



were about 30 to 40 students, who
were almost all over the age of 60, and
then me. I was the only kid.

Growing up, Kathleen and her sisters
were also athletes. “We all swam and
maybe this is why I’m so interested in
painting water—because I spent about 4
hours a day in it throughout childhood
doing intensive swim practices. I think
it actually gave me a feel for painting
water, as crazy as that sounds. When
you spend up to 4 hours a day training
in water and staring at the patterns on
the bottom of the pool, you eventually
figure out a little bit about its form and
how it moves and know its characteris‐
tics as an element. My sister Elaine went
on to win a silver medal in the Beijing
Olympics swimming the medley relay,
but I guess I derived most of my value
from the sport later at the easel.”

“My experiences traveling and look‐

ing at things closely has certainly shaped
the way I see the world as an artist.

“My grandmother Mary was very
invested in getting me involved in
painting. She had had an aunt,
Dorothy, who was part of the art scene
in New York. Apparently, Dorothy de‐
voted more time to being social in the
art scene [than making art], and was a
model and flapper, a really interesting
character. My grandmother was smit‐
ten with her dashing aunt. She majored
in art at the University of Kentucky,
but stopped painting after she got mar‐
ried because my grandfather was very
utilitarian, and thought the idea of her
continuing in a painting career was
laughable. This would have been in the
late 1940s or early ‘50s. She started
painting again only after I was born.

“She was really invested in getting
me started, fostering my love for art
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made her a formidable artist in her
own right, there were some humorous
moments as she continued her studies
in Europe. “I was doing a graphite
copy of the Da Vinci’s Virgin of the
Rocks in the National Gallery. I had
started about 20 feet away, but to put
the final touches on it, I got up close,
and this lady came up behind me and
kind of peered over my shoulder and
said, ‘Oh, that’s lovely.’ I didn’t really
look up—you know, people had been
watching and commenting all day. So I
just said ‘Thanks,’ and kept drawing.
She said, ‘Oh, I meant the DaVinci—
but yours is nice, too.’”

“My first oil plein air painting was
in the old port of Marseille, and we
had family friends there, so I stayed
there early on. I remember finding the
perfect spot, setting up to paint, and in
about thirty minutes a bunch of sailors
on shore leave from all over the
Mediterranean had decided that it
would be really fun to sit on the stone
ledge behind me and catcall me for
three hours. I was seventeen. Because
there were plenty of people around, it
was just funny. I thought that maybe
for my next plein air painting I would
pick a less conspicuous spot.

Regardless of her location, Kath‐

All paintings by Kathleen
Hudson
ABOVE: Light Breaking
Through, oil, 24 x 48
LEFT: Le Vieux Port,
Marseilles, oil, 12 x 16
BELOW: Garrapata Surf, oil,
20 x 30
OPPOSITE ABOVE: Sunset on
McDonald Lake Glacier, oil,
11 x 14
OPPOSITE: CoveWreathed in
Fog, oil, 16 x 12
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leen took her work seriously. “There
were two Turners that I copied, one in
the National Gallery and one in the
Tate. The one of the Roman Forum in
the Tate, andThe Fighting Temeraire.
The latter is just so evocative. You’ve
got this beautiful ship, and he renders
the ship in almost a glowing white. It
was being towed in to be broken up. It
was the last voyage afloat. The end of
the age of sail, the gorgeous masted
ship is kind of white and glowing so it
looks like a ghost. It’s this contrast be‐
tween old and the new. It really stuck
out to me.”

“I applied to Harvard in the fall of
2004, before leaving for London.
When I told my plan to the local area
reps for Yale and Princeton, they just
laughed at it, and they wouldn’t give
me the time of day. They just didn’t get
my leaving school and doing indepen‐
dent study. And so I talked to the Har‐
vard rep and he thought the idea was
really intriguing, and they actually ar‐
ranged for me to have my interview in
Cambridge, England. I took a train to
Cambridge and had my college inter‐
view there. By the time the schools fi‐
nally got back to me in April, I was in
Vienna, staying with a family friend,
and going to museums and painting,
and [the decisions arrived] at two in
the morning, local time. So I stayed up,
and then couldn’t believe it. I didn’t ex‐
pect anything, being a mostly home‐
schooled kid from Kentucky. I
wouldn’t have even applied, except the
friend whose mom I stayed with in
London had gone to Brown and loved
it. He was the only person I knew who
went to an Ivy League school, so it
would not have entered my mind [to
apply], except that I had an aunt who
lived in Boston, and I had this friend at
Brown, so I thought, ‘Okay, it might
be possible.’ You never know unless
you actually try. So I did.

Of her transition to college, Kath‐
leen said, “going to Harvard was less of
a culture shock coming from Kentucky
because of that previous half-a-year in
London. Honestly, Boston feels more



about it because everyone else had spe‐
cific interests, too.”

Because a student’s chosen field of
study often reflects something deeply
meaningful to them, I asked Kathleen
about her thesis, the capstone research
paper written by students in honors
fields at Harvard. “I did my thesis on
mountain travel narratives. Pilgrimages
took people through remote areas, but
mountains were the most remote.
There was a lot of fear tied up in that
because travel was so difficult, and peo‐
ple who travelled through remote ter‐
rain viewed that as part of a spiritual
battle. They spiritualized it in part be‐
cause of their view of cosmology. They
were of the belief that there were angels
and demons battling it out in the up‐
per air—that turbulence in the upper
air had to do with an actual spiritual
war that was ongoing. So the few bold
people who would travel up to remote
mountaintops would do so to go to war
spiritually from high places.

“The subject was mostly early me‐
dieval narratives, but I looked at a
span, I was looking for commonalities
across time, and to see where this idea
of the mountain as being a site of epic
spiritual struggle arose, and then when
mountain travel started to become
more of something people did for per‐
sonal achievement. When Petrarch
summited a mountain at the begin‐
ning of the Renaissance, he took a
much different attitude toward it than
some of the earlier medieval narratives
where ascetics would go into the
mountains in order to engage in spiri‐
tual warfare. And so yeah, in that
sense, it’s an apt metaphor for the tran‐
sition from the Middle Ages to the Re‐
naissance as a whole mode of thinking,
because it became more about the in‐
dividual, so instead of doing battle on
behalf of a whole community, for the
wider struggle, it was more of an indi‐
vidual achievement.

“I was interested in the subject be‐
cause I love hiking through mountains.
I led backpacking orientation trips for
the incoming freshmen through the
White Mountains, so for me, it was a
natural extension of what I already
thought was beautiful—what I found
interesting. So what I realize, looking
back on it now, is that some of the
things that you read Petrarch saying
about mountain travel and about view‐
ing something from up on high, those
things are not bounded by time. Be‐
cause the freshmen in my group would
say the same things. The Franconia
Ridge Trail in New Hampshire, where
you can summit seven summits in one
day, is one of my favorite places be‐
cause you can just see so far. It is a re‐
ally evocative place to stand, when
you’re up on top of Mount Lafayette,
looking down toward the next summit.

“I remember thinking to myself
how our response to nature doesn’t
change that much over time. That my
freshmen could have some of the same
transcendent experiences that people
did in the Middle Ages. And that those
things are a common human reaction

like London than any other American
city. So I just really felt right at home.
My roommate was an American who
had spent almost all of her childhood
in London, and so we had a lot to talk
about. And we’re still close friends. I
just remember finally feeling like I had
a bunch of people around me who
could pursue things they were inter‐
ested in without being embarrassed
about it. I guess ‘embarrassed’ might
not be the right word, but I remember
in high school not really talking about
the things I was reading about and do‐
ing in my spare time because the other
kids would have thought I was weird.
For the first time people actually
wanted to hear about all the ‘weird’
stuff that I enjoyed studying and doing.
I think that was one of the things I
liked most about attending a school
where it drew students from all over
the world and from all sorts of different
backgrounds. I really liked that you
could be into art history and not worry



All paintings by Kathleen Hudson

OPPOSITE : A Break in the Storm, oil, 12 x 12

ABOVE TOP: Passage of Time, oil, 18 x 24

ABOVE BOTTOM: MuirWoods, oil, 24 x 36

to something that’s vast and timeless.
That certainly helped propel me toward
the idea of plein air painting. And I’d
already been interested in landscape
painting and plein air painting, but I
didn’t know that that was going to be
my career path.

“I enjoy being outdoors, and I al‐
ways struggled with photo reference,
because I would remember what it was
like being there, seeing the colors on lo‐
cation. I was never a great photogra‐
pher, especially before digital images al‐
lowed you to adjust things. I got a nice
SLR camera to get reference for land‐
scapes and seascapes. And I remember
getting the film developed and thinking
the colors in person were a lot more
vivid plus the camera missed out on the
subtleties. There are some subtle shifts,
especially on atmospheric days, where
there are temperatures to the grays, they
can take on a little violet or a little bit
of pink in places and it can totally make
or break a painting to put that in. And
in a camera, you lose all of that infor‐
mation. It’s good for looking at relative
value and looking at details, but you
lose a lot of color information, every
time something runs through a camera.
And before digital image editing, it was
really hard to get any of that back.

“I graduated in 2009 into the reces‐
sion. I had always sort of planned on
going to law school. The time I’d spent
in Europe felt like a gap year had been
such a great help for me. I gained so
much confidence, and enjoyed it a
whole lot. So I thought about doing
something like that before going back
and plowing through textbooks for an‐
other three years of law school, and I
also didn’t want to assume over $100k
in debt in the middle of the financial
meltdown. So I decided to hold off on
deciding whether or not to go to law
school and then became part of the
Copley Society, and started selling
paintings, and it worked out. And I
thought, if this is going to work, this
should be plan A because I really enjoy
it. I didn’t want to make painting my
plan B. So I really never looked back.

“My parents were great [about my
becoming an artist]. They were defi‐
nitely worried about career prospects
and making money, but to their credit,
they had always supported my work.
They bought art supplies, they were the
ones who paid for my weekly oil paint‐
ing workshop. They didn’t want me to
go to art school, but they didn’t put
their foot down--I probably could have
if I’d wanted to. But I was equally con‐
cerned that if I went to art school and
majored in painting, that I would kind
of be pigeon-holed and not have an‐

other option. I wanted to have the law
school plan be a possibility and see how
painting worked out. I applied to the
Copley Society around the time I grad‐
uated, and became a Copley Artist
shortly after that.

“I met my husband Joseph in Bos‐
ton. Like me, he loved traveling and



hiking, so all of that worked out. He
was teaching special ed in the Boston
public schools. He went to Miami Uni‐
versity (OH) and was captain of their
football team. We both went to Park
Street Church. I was living on Massa‐
chusetts Avenue in Cambridge, and we
had these weekly dinners at the house
that my friends and I would host. And
he came to one of them and sat across
the table from me. He was telling me
about his plan to go and teach in Khar‐
toum for the next three years. And I
thought, ‘This guy is pretty cool, but
he’s going to Khartoum for three years.’
So when he called and he wanted to go
on a date later on, I was perplexed. I did
not want to start dating someone who
was going abroad for three years. But he
ended up switching plans and going to
Yemen for a year instead. We dated for
eleven weeks and got engaged. It was
pretty quick—we both knew. We got
married in 2011.

Joseph went into medical device
sales shortly after their wedding. “He

was able to relocate to Kentucky in the
fall of 2013,” says Kathleen. “We spent
a little under a year living with my
grandmother--the one who’d gotten me
into art—because she was diagnosed
with stage four lung cancer. We were
planning to buy a house and maybe flip
it, but in the intervening time we fig‐
ured we would stay with her. She ended
up actually outlasting her prognosis, by
a full two years. We thought we were
moving in to help out with her care, but
she ended up being just fine, so after six
months or so, we decided to buy a
house of our own. She ended up sur‐
viving until July of 2016. She was able
to meet my son and see some of the ear‐
lier successes I was having in the plein
air world, so I’m really glad, for a whole
host of reasons, that she was able to out‐
last that prognosis.

Joseph now works for Abbott. He
recently took on a new role in Colorado
Springs, which will give Kathleen a
chance to paint mountain landscapes lo‐
cally. “He goes into surgeries and works

in the operating room as they implant a
neurostimulator device. The device can
block pain signals from reaching the
brain, so people who suffer with chronic
pain can have it implanted in the epidu‐
ral space and they can target specific ar‐
eas of the body and stimulate nerve
endings so people don’t experience pain.
It’s great because it can help people get
off pain medications that have serious
side effects and can be addictive.”

Kathleen and her husband have two
children, aged six and one-and-a-half.
“It takes a village. My parents live
twenty minutes away, and they have
been wonderful when it comes to help‐
ing out with the kids so I can take time
to paint, and even go to some events
that require more extended travel.
They’ve been a big, big help.”

“Having kids does cut into painting
time, so I have to be more organized
about the time I do have to paint. And
I don't think that’s altogether a bad
thing, because you have to get better at
time management. It’s sort of like do‐
ing school while being an athlete. Be‐
cause when I did two-a-day practices, it
was a full 4 hours of training a day, I
just had to be better at time manage‐
ment to make it all work. And parent‐
ing can definitely put a dent in the art
career. But because the hours are flexi‐
ble, that’s helpful, so I’ve been able to
do some painting after putting the kids
to bed during the pandemic. Bedtime
is a little variable--they’re usually both
in bed by 8:30. My daughter goes to
bed at 7:30--she’s really the one that re‐
quires hands-on attention. My son,
who’s six, loves to read. He’s happiest
with a book.

“My daughter Clara is bubbly and
full of life, and loves being a goofball.
And at one they’re too young to be self-
conscious. My six-year-old son Sam,
meanwhile, is a perfectionist—he’s ac‐
tually quite a bit like my sister Elaine. I
think art is a little difficult for him be‐
cause of that. With painting and draw‐
ing you have to give yourself some
grace to try it a few times and not have
it live up to your ideal, and just trust



All paintings by Kathleen Hudson

OPPOSITE : Coastal Patterns, Garrapata
State Park, oil, 24 x 24
ABOVE: Red Rock Falls, oil, 24 x 36

you’ll get there. The little one seems to
love creating drawings with food on
her tray.

“I don’t take myself too seriously,
and I think that helps. If I do a bad
painting, I might even take a picture
and text it to my friends (“Oh, man,
this one’s a wiper.”) I don’t tend to
worry about stuff like that. And
maybe it’s changed from being around
my kids, because they don’t have exis‐
tential dread or worry about that stuff.
I definitely experience bouts with
dread, but it’s mostly rooted in read‐
ing about climate change and the rise
of authoritarianism globally--things
that are a cause of a lot of concern for
the future. A lot of that is human
driven. But in terms of existential
dread, I think I honestly don’t have
space for that.

“I think plein air work has re‐
moved a lot of fears because when you
have to make a work from beginning
to end in public, you don’t have the
space to be self-conscious about it.

You can’t worry about people seeing
the work in a state of being unfin‐
ished because they will. It’s a given. So
I honestly like that about plein air
painting. And people generally are
pretty encouraging. They come up
and they tend to say nice things, and
even when they’re not nice, they’re
usually somewhat diplomatic, and I
can always say, you know, ‘I just
started this ten minutes ago.’ It’s not
the worst. You gain some thick skin
by going out and working in public. I
think in terms of broader fears, I
think fear of rejection is a real thing,
but I’ve gotten over it because you ap‐
ply to shows and you get rejected and
then you realize that it’s not the end
of the world and that even the same
painting can get accepted into an‐
other show and do well. The experi‐
ence over time, of having accumu‐
lated some rejections, makes me a lit‐
tle bit more impervious to them--a re‐
jection isn’t the end of my liking a
painting I’ve done.

“I love teaching workshops, so I
have plenty of students who are in sec‐
ond, sometimes third careers, and
they’re always saying, ‘if I had only
started this earlier.’ As far as I see it,
you can make great strides with a good
pattern of study, and then you can
paint for as long as you can hold a
paintbrush.

On being a Self-Critic
“The group class my grandmother

brought me to was under a portrait
painter named Betty Plymale in Lex‐
ington, and she would often ask my
grandmother, Mary, to work on a spe‐
cific area in a painting. 9 times out of
10, when she came back around, my
grandmother wouldn’t have touched it
and she’d be saying, “this is the best
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thing I’ve ever painted.” She was so
happy with everything she painted, and
no one was going to say to her, ‘Well,
actually, this area could use some
work.’ Sometimes I wish I were more
like that because it would make the
task of being an artist smooth sailing.

“And It was such an interesting
thing for me to start painting next to
her because I was the exact opposite. I
would look back and forth quickly be‐
tween my reference (whether it was a
still life set up in person, or a photo
reference I was painting from) and my
painting and see what the differences
were and see where things needed to
change. It didn’t feel stressful, it almost
felt like a game--like I might get this
painting to the point where it looks
like what I want it to be. So I had this
approach, where I didn’t take my paint‐
ings as personal validation, and criti‐
cism of my painting wasn’t criticism of
me. It trained me to be a good self-
critic, so I could really take a step back

from a painting and see it with a level
of artistic removal. I would not be so
wrapped up in it that I was tied to
keeping a segment that I’d just painted.
It was just a liberating thing, and I’ve
always felt that way.

“Self criticism wasn’t something I
had to learn, but it is something I try
to teach in workshops, because a lot of
the students I have are in their 60s or
older, and they’ll say things about be‐
ing discouraged about not having
enough time to get better. I always
share with them that it’s not just a mat‐
ter of logging hours. You can log hours
even if you aren’t continually develop‐
ing your eye, and those hours are not
going to be well spent. But if you have
an idea of what you want to do with
your painting, if you have artists you
admire, you can think about different
stylistic approaches that speak to you,
break it down into segments and work
on those things. And be relentless, and
view it as a challenge, not as something

that’s depressing.
“Honestly, this approach is rooted

in hope. Because the ceiling is high.
And if I didn’t think that I could one
day paint in a manner that echoed
some of the greats, then I wouldn’t
have stood in front of a Sargent paint‐
ing at age twelve and thought ‘I need
to start oils.’ I was thinking ‘this is so
much fun, I want to be able to paint
like this someday.’ And I don't’ think
that I’m going to be as good as Sargent-
-I don’t worry about it--but my
thought was the possibility of creating
work that has this feel, that it can be
evocative, and speak to people--that
possibility is there, and it’s there for ev‐
erybody. And that’s something I do try
to hammer home in workshops.

“You can’t grow without failure and
willingness to tackle different prob‐
lems, and it can really speed up the
process of improving your work. If you
can go through and diagnose what
went wrong in a painting, and how to
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improve it, and then, over time, get
better so you don’t fall into the same
pattern. And I think about that con‐
stantly. When I do demonstrations, in
public, I talk people through kind of a
stream of consciousness style because
every painting is the result of hundreds,
even thousands, of individual decisions,
and every one of those decisions has a
purpose--and if it doesn’t then that’s
probably its own problem. When I cre‐
ate a painting during a demo, I’ll talk
through it out loud. For instance, I’ll
say, “Okay this value here isn’t reading
well, it needs to be darker, so that this
other section is amplified, and so I’ll
adjust that.’ And then look at it in a
mirror, which is another thing I like to
use because it helps me get a level of
critical removal. So I’ll do that and
then describe what else I think needs to
be adjusted, and do that all the way up
to the finish. And it can be exhausting
to think about for some folks, but I
think it just depends on what you want
from painting. If the idea of constantly
adjusting, tinkering with things in the
painting seems exhausting to you, then
maybe you’re an artist more like my
grandmother—and luckily there is
space for all of us.

“For the style of work that I do, it’s
definitely been effective to develop a
good pattern of self-criticism while
works are in progress so I can just diag‐
nose a problem and then fix it. An early
start can help if you have the right vi‐
sion. Obviously, practice is a big com‐
ponent of it. But one thing I tell people
in workshops is that I don’t think the
‘10,000 hours’ is actually the best ap‐
plication for artists because it has to be
good practice--and it doesn’t necessarily
have to be 10,000 hours, if you do re‐
ally, really good practice and you learn
skills for being a good self critic.

“In the past, I tended to be more
proactive about creating the space for
adventure--you know, the whole thing
about arranging my senior year, and
England, that took some prep. It didn’t
just happen. That’s been the story for
most of my life. I try to seek out things

that will entail some newness, some ad‐
venture. But now, with two kids and
the pandemic, I’m like well, ‘What
next?’ We all have to be “take it as it
comes” people. You have to be open to
things. Have a plan, but hold it with an
open hand.

“That’s how I view even day-to-day
plein air painting. Because I want to
go out painting with a plan, I have a
location in mind. I may even have a
painting in mind. I might have a time
of day in mind, but there are plenty of
times, when I’m en route to finding
something and I look over and see
something that strikes me more. Re‐
taining that openness to something else
coming up, and being the better
course, is, I think, key. One of my best
plein air paintings to date was in Texas
in 2018. I painted it on the very first
day of the Plein Air Texas painting fes‐
tival, and I remember I drove up to the
site with a painting in mind of a road,
and it was up on a high hill where you
could look down and see hill country.
And so I had the painting in mind, I
drove up to the hill, pulled off onto a
side road to park, a caliche road (made
up of the local white chalky soil). I
thought ‘Whoa, okay, there’s a paint‐

ing!’ It was not what I planned to
paint, but it was definitely the better
painting. (Window on West Texas),
And I ended up painting there--I was
just pulling off to park. I had not
looked down this road ever in my life,
but I looked up and thought, there,
right there is the motif. And so that
was a good example of how when I’m
creating a plan, I try to hold it loosely,
in case something comes along that is
going to provide a better painting, or
be a better learning experience—hold
your plan loosely.

Kathleen’s work can be found in
many galleries nationwide. Her website
is: kathleenbhudson.com.

Her videos, Creating Dramatic At‐
mosphere in Landscapes and Clouds &
Distance are available from Streamline
Premium Art Video at: streamlin‐
eartvideo.com.

All paintings by Kathleen Hudson

OPPOSITE : Crashing Surf, oil, 20 x 30

ABOVE: Morning, Point Loma, oil, 11 x 14
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From Florida, Daniel Ambrose was
raised in a house his father built on a
rural dirt road. Reading adventure
stories and roaming the seashore and
exotic backwoods, daily childhood ex‐
cursions nourished his imagination, ig‐
niting a lifelong passion to express the
miraculous beauty of nature in his
paintings. Absent formal art training,
Ambrose’s evolution as an artist
emerged from a spiritual path and
passion to share his deep reverence of
the natural world. He is a co-founder
of the American Tonalist Society.

David Belling’s art career began in
Wisconsin–first as a freelance designer
and, later, as creative director and ad‐
vertising agency partner. He always
painted in his free time, and his wa‐
tercolors can be found in many corpo‐
rate and private Midwest collections.
After moving to Florida, Belling
retired and began painting full-time.
He is also a signature member of the
Florida Watercolor Society.

Lon Brauer is an American artist
known for his work in figure and plein
air landscape. He has a BFA from
Washington University and an MFA
from Fontbonne University – both in
St. Louis, Missouri. Coming of age in
the early seventies, Brauer has roots in
the abstract expressionist movement.
Influences from Jasper Johns, Willem
deKooning, Cy Twombly, and Anselm
Kiefer still play through his work,
which is firmly rooted in figurative
themes with a strong emphasis on
drawing. His subject matter ranges
from the conceptual to the concrete.
He has shown his work both nationally
and overseas. He holds signature mem‐
bership with Oil Painters of America,
American Impressionist Society,
Outdoor Painters Society, and the Por‐
trait Society of America. He holds fre‐

quent workshops in Granite City, IL,
where he lives with his partner, quill‐
work artist Djuana Tucker.

Christine Coombs studied with
many private teachers en route to the
Rhode Island School of Design and
the Syracuse University School of Art.
Her work has been recognized with
numerous awards, and can be found in

THENEW SIGNATURES
2021’s thrilling group of new SignatureMembers
by The Editors

OPPOSITE: Mike Dorsey,The Passing
Storm, oil, 30 x 30 in
ABOVE: David Belling, Low Tide,
watercolor, 12 x 18 in
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private, corporate, and government
collections. Christine has been fea‐
tured in multiple publications and has
illustrated two childrens’ books,
Orphan and Good Companions,
written by Era Zistel.

A California native, Rick J.
Delanty has been painting landscapes
and seascape for over four decades. He
works in an impressionistic style both
plein air and in the studio, using an ex‐
uberant calligraphy of color and brush‐
stroke which conveys emotion and
movement. His featured subject is the
California landscape, and he focuses on
compositions built around mood and a
deep appreciation for life. Rick main‐
tains a Home Studio & Art Gallery in
San Clemente, California. Delanty’s
work has been included in invitational
plein air events across the West, and
has been exhibited in museums and
galleries across the nation.

Mike Dorsey is an artist member
of the North Shore Art Association,
Rockport Art Association and
Museum, the Oil Painters of America
and is a Master Level member of the
Newburyport Art Association. Mike’s
guiding principle is making hand-made
images that try to catch the enchant‐
ment of a place and the moment. He
hopes to take those viewing his work
into the realm of mystery and imagina‐
tion.

Belvin Evans came to painting
after a long and rewarding career in the
US Navy from 1954 to 1976, when he
retired with the rank of Chief Petty
Officer. After the service, Belvin
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became a licensed building contractor.
Working in construction and other
fields, Belvin’s life sailing the world’s
oceans inspired him to start painting to
share what he loved. In 2015, he
decided to dedicate his time and effort
to working as an artist. In his words,
“Go nautical and enjoy life.” His work
has garnered a full-page piece in the
Winston Salem Journal and television
coverage. His work has been juried into
many museum shows. You can learn
more about Belvin’s work and life expe‐
riences on his website: brevansart.com.

Roger Gill is a 4th generation
mariner with twenty years maritime
service installing and repairing Inter‐
national fiber–optic cable systems
world-wide aboard AT &T’s cable
ships. Rising to the rank of Chief En‐
gineer, Steam Vessels, unlimited
Horsepower, Roger is now an Assistant
Professor at his Alma-Mater, the Mass‐
achusetts Maritime Academy, where he
is the student adviser for the Society of
Naval Architects and Marine Engi‐
neers. Roger is a member of the
Steamship Historical Society of
America and has assisted with their ed‐
ucational website. Roger is also a 3rd
generation artist, and his website is
www.artbyrogergill.com

Tom Hughes was born in Massa‐
chusetts in 1965. He was a staff artist
at the Christian Science Monitor news‐
paper in Boston in the 1980’s, finally
leaving to practice fine art, at which
he’s been occupied for more than 30
years. Hughes’s work has won multiple

OPPOSITE ABOVE: Daniel Ambrose, Six for
Gold, Egg Tempera, 24 x 36 in
OPPOSITE MIDDLE: Nadia Klionsky, Sunset
at the Harbor, oil, 28 x 38 in
OPPOSITE BELOW: Shuang Li, Early Light,
Port Angeles, watercolor, 7.5 x 22 in
ABOVE: Joel Popadics, Derelict Innisbofin,
watercolor, 28 x 40 in
MIDDLE: Roger Gill, On the Blocks, oil,
14 x 18 in
BELOW: Tom Hughes, Clear and Cold, oil,
18 x 24 in
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awards and been featured in American
Artist Watercolor magazine, Fine Art
Connoisseur, for which he painted the
the magazine’s publisher B. Eric
Rhoads’s portrait, and Southwest Art
magazine. Hughes is a signature
member of the Plein Air Painters of
America and lives in New Hampshire's
seacoast region.

After a 20 year career as a speech
pathologist, Susan Jositas returned to
her love of painting full-time in 2000.
Susan enjoys the diversity of painting
in her home state of Connecticut
painting plein air in the historical dis‐
trict where she lives and abroad. It
allows her to cultivate her paintings
from life, and then to finish or create

them in the studio. An artist
member of the Salmagundi Club,
she is represented by Susan Powell
Fine Art in Madison, CT and also
exhibits her work at the Lyme Art
Association where she is a member.
Other professional affiliations
include the Oil Painters of America,
American Impressionist Society, Na‐
tional Oil and Acrylic Painters. Re‐
cently Susan was invited by
renowned artists Richard Schmid
and Nancy Guzik to become a
member of the Putney Painters, a
group of dedicated artists inspired by
their teaching. She is also a found‐
ing member of the nationally known
High Street Painters, originally
formed in Brattleboro, VT.

Born in St. Petersburg, Russia,
Nadia Klionsky began her tradi‐
tional art training at the Intermedi‐
ate Art School, an affiliate of the
world-renowned St. Petersburg
Academy of Fine Arts. After immi‐
grating to the United States at the
age of thirteen, she continued to
pursue this genre while studying at
The Cooper Union in New York, the
Pennsylvania Academy of Fine Arts,
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and the Philadelphia College of Art.
Nadia has exhibited in galleries and
museums around the world. Nadia’s
work has appeared in publications such
as Architectural Digest and New Amer‐
ican Paintings. In 2014, Nadia was
elected to the Connecticut Academy of
Fine Arts. She was also elected to the
National Association of Women
Artists, the Salmagundi Club, the
Audubon Artists Organization, Oil
Painters of America and the Allied
Artists of America.

Born, raised and classically trained
in China, Shuang Li received her BA
Degree in Graphic Design and Master
Degree in Art History. After moving to
the United States, Shuang Li received
her MFA from University of Oregon
in 1991. Shuang paints watercolor
both on locations and in her studio.
She is a signature member of the Na‐
tional Watercolor Society, the Ameri‐
can Impressionist Society, LPAPA,
Watercolor West, and the San Diego
Watercolor Society. With her extensive
teaching background, Shuang has been
regularly invited by art organizations
for her popular plein air painting
demonstrations, art workshops and
classes. She also frequently serves as an
invited juror for art competitions and
art exhibitions.

Barbara Nuss learned the nuances
of light and color by painting land‐
scapes directly from nature and still
lifes from studio arrangements. She
credits her artistic development to her
B.F.A. from Syracuse University and
the Schuler School of Fine Art in Balti‐
more. She is a member of the National
Oil & Acrylic Painter's Society (signa‐
ture member), Oil Painters of
America, International Guild of
Realism (artist member), American
Women Artists (member of distinc‐
tion), Women Artists of the West (sig‐
nature member), the Baltimore Water‐
color Society (artist member) and is
past president of the Washington
Society of Landscape Painters.

Joel Popadics’ watercolors have
been exhibited in solo and group exhi‐

bitions in galleries and museums across
the United States including the Na‐
tional Academy of Art and Design in
New York; the Place St. Charles
Gallery in New Orleans and the San
Francisco Academy of Art in San Fran‐
cisco. He is the recipient of numerous
national awards and has been featured

OPPOSITE ABOVE: Ken Stetz, Sunrise Over
Assateague, oil, 30 x 40 in

OPPOSITE BELOW: Barbara Nuss, Har‐
bour Light, oil, 16 x 30 in

ABOVE TOP: Susan Jositas, Stillness, oil,
16 x 20 in

ABOVE BOTTOM: Stewart White, Sail
Study, egg tempera, 16 x 20 in
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many times in leading publications
both in the US and abroad.He is Vice
President/Treasurer of the prestigious
American Watercolor Society and a
Past-President of the New Jersey Water
Color Society. He has also served on
the board of the Ridgewood Art Insti‐
tute,where he currently teaches. Joel re‐

ceived a BFA from the School of Visual
Arts in New York. He resides in
Wayne, NJ with his wife Patricia and
their two sons.

After graduating from the Harry
Lundeberg School of Seamanship and
working aboard a US flag container
ship, Ken Stetz decided to pursue a

career in art. He studied Pictorial Il‐
lustration at the Spectrum Institute
for the Advertising Arts, graduating
in 1981, and oil painting in the
studio of noted American artist,
Frank E. Zuccarelli. Working as an
independent artist since 1985, Ken’s
work included graphic design, pack‐
aging design, and creating illustra‐
tions for books and magazines, in‐
cluding Highlights for Children.
Over the last decade he has turned
his attention to drawing and paint‐
ing marine subjects from the New
Jersey Shore to the southeastern
Maryland shore. Occasionally he
creates work from places like the
California and Oregon coasts.
During this period Ken also began
teaching drawing and painting
classes and presenting workshops in
independent studios.

Stewart White’s background in
architectural illustration adds to his
skill set and his paintings reflect his
knowledge of good design. He
studied at the Pratt Institute in
Brooklyn and after serving 3 years in
the US Army he returned to gradu‐
ate from UC Berkeley with a BFA.
He works as an architectural illustra‐
tor and designer. His watercolors
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both in his architecture illustrations
and in painting competitions have won
him many awards. In June 2009 he was
invited to teach a workshop in Paris on
his techniques for architectural water‐
colors to an organization of architects.
He continues to teach in Paris every
other year. Stewart is President of the
Mid-Atlantic Plein-Air Painters Associ‐
ation (MAPAPA). He exhibits his
paintings in juried and gallery exhibi‐
tions throughout the US. He is a
member of the American Impression‐
ists Society (AIS), a signature member
of the National Watercolor Society
(NWS), a signature member of The
American Watercolor Society (AWS),
and past President (2012) of The
American Society of Architectural Illus‐
trators (ASAI).

OPPOSITE ABOVE: Christine Coombs,
Beached Double-Ender, oil, 24 x 36 in

OPPOSITE BELOW: Rick Delanty, Rough‐
water Fisherman, oil , 16 x 20 in

ABOVE : Belvin Evans,Wesley's Pride Sun‐
set, acrylic, 10 x 20 in

RIGHT: Lon Brauer, Pearl of Bengal, oil,
24 x 20 in
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Jon Bandish
Delaware

John Brown
Alaska

Richard Cook
Connecticut

Rick Delanty
California

Mike Dorsey
Massachusetts

Gary Frisk
Texas

Tom Hughes
New Hampshire

Shuang Li
California

Kim Minicheillo
Florida

Kathleen Mitchell
Oregon

Brad Neal
California

Connie Reilly
Georgia

Stephen Roberson
Virginia

Eric Sanders
Georgia

Winnie Shepardson
Texas

Jean Solomon
Connecticut

William Sutton
Maryland

James Williamson
Washington

Student Members

Isabella Knapp
South Carolina

Kayla Smith
South Carolina

Allison Velasquez
South Carolina

NEW MEMBERSREPORT FROM THE FIELD

Fern and Michael B. Karas, ASMA
Fellow, met with Bob and Anne Brodie
Hill at the Burroughs-Chapin Art Mu‐
seum in Myrtle Beach, SC on April 15,
2021, to view ASMA's 18th National
Exhibition at its second venue. This is a
lovely intimate museum, only steps
from the beach, and was originally
built in 1924 as the home of textile in‐
dustry mogul Eugene Cannon. Slated
for demolition in 1975, the building
was moved to the current location on
donated land by the Myrtle Beach
Farms Co, precursor to the Burroughs
& Chapin Co.

They were warmly welcomed by
the Executive Director, Patricia Good‐
win and Museum Shop Coordinator of
Special Projects, Shari Corely, who gave
them a complete tour of the exhibit, as
well as the rest of this beautiful mu‐
seum. The entire show was expertly ar‐
ranged by the museum's Curator, Liz
Miller. Each piece was uncrowded and
well lit, showcasing each individual
painting, sculpture, and scrimshaw.

In the upstairs gallery, the 21st An‐
nual Horry-Georgetown County High
Schools Juried Art Exhibition from lo‐
cal art students was on display. This
show had many creative, diverse, and
interesting 2D and 3D pieces from

young people pursuing tra‐
ditional art forms. Anne and
Michael took the opportu‐
nity to select three students
whose work was in the ma‐
rine art genre.

Allison Velasquez, Is‐
abella Knapp, and Kayla
Smith have each been given
an ASMA student member‐
ship for one year and will
receive a year’s subscription
to the ASMA News and
Journal.

These talented students
and their teachers were very
grateful for this acknowl‐
edgement.

Thank you to the entire
museum staff for your warm
southern hospitality!

•

By Anne Brodie Hill and Fern Karas

BELOW LEFT: Isabella Knapp,
Coquina Harbor, oil, nd

BELOW RIGHT:Kayla Smith, Af‐
ternoon Swim, charcoal, nd
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Daniel Ambrose, ASMA’s egg
tempera paintingMay Twilight was
juried into the Copley Society’s national
show Connected Land & Sea.

At the start of the Pandemic last year,
Hawaii Signature Member Susie Ander‐
son began publishing her weekly Quick
Bite Aloha Friday newsletter. Now in
Week 44, she celebrates the spirit of
Aloha with an inspirational thought ac‐
companied by one recent painting and a
short story for context as a reminder of
the beauty all around us. Susie invites
you to subscribe and read past issues at
susieanderson.com.

Jane Lawton Baldridge, ASMA was
selected for a solo exhibition at the
Elliott Museum on Hutchinson Island,
FL and it is being curated by Alicia
Weber. “Portfolios – Jane Lawton
Baldridge, A Sea Story Girl,” June 3
through October 31, 2021 at the Elliott
Museum, 825 NE Ocean Blvd. Stuart,
Florida. For more information, you can
visit Jane’s website, www.artspeaks.com.

Signature member Serena Bates’s
sculpture Sir Penguin, won an award of
Merit at the Copley Society’s summer
small works show.

Serena was also elected as a member
of Allied Artists.

Larry Cannon, ASMA will be ex‐
hibiting his watercolorMonastery Beach
in the California Art Club’s 110th
Annual Gold medal Exhibition at the
Hilbert Museum of California Art in
Orange, California through August 2.

Signature member Mark Daly’s
Restoring a Treasure won The Best Vehicle
Award (March) in PleinAir Salon’s 10th
Annual Art Competition.

Daly’sWhite Boat Reflections won
The Best Water Award (marines,
seascapes, coastal, rivers and streams,
February) in PleinAir Salon’s 10th
Annual Art Competition. This work was
also juried into the 1st International.

Signature member Rick J. Delanty’s
solo exhibition was presented by the
Casa Romantica Cultural Center May 4-
June 6 in San Clemente, California. Ac‐
companying the exhibition is his newly-
released book, Beauty Unites Us. You can
learn more about his book at www.delan‐
tyfineart.com.

Fellow Don Demers judged the
Copley Society’s national exhibition,
Connected Land & Sea.

Henry Egan recently completed a
24 x 36 oil painting, Heading Out for

ABOVE: Paula Holtzclaw,The Golden Hour,
oil, 30 x 40

BELOW: Serena Bates, Sir Penguin,
hydrostone , 12 x 5 x 6

Events of Interest

the Day.
Paul Garnett, ASMA’s painting,

Windjammer Pommern - Helsinki - 1930
was accepted into the Copley Society’s
national show, Connected Land and Sea.

Signature member Paula Holtzclaw’s
painting Shining Seas was accepted for
the California Art Club’s 110th Annual
Gold Medal Exhibition at the Hilbert
Museum of California Art at Chapman
University in Orange July 10th to August
7th. Shining Seas also won third Place in
the Master's Division and also the Presi‐
dent's Award for Masters at the Women
Artists of the West National Show at the
Museum of Western Art in Kerrville,
Texas, in February.

Holtzclaw’s painting Evening Sere‐
nade will be in the upcoming Oil
Painters of America National Exhibition
at the California Center for the Arts in
Escondido, CA. April 9- May 16.

Another of Holtzclaw’s works,
Through the Oaks, was juried into the
American Impressionists Society's Small
Works Show at the Reinert Fine Art
Gallery in Charleston, SC.

Holtzclaw was an awards judge for
the NOAPS Best of America Small
Works National Juried Competition
held at Principle Gallery, Charleston.
Her painting Sundown was invited for
the show.

Another of Holtzclaw’s works,The
Golden Hour was selected for the Ameri‐
can Women Artists National Juried Show
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ABOVE: Debra Nadelhoffer, AfternoonWalk,
oil, 24 x 30 in
MIDDLE: Val Sandell, Catch the Wind, oil, 18
x 24 in
LEFT: Sam Vokey, Shadows and Light, Sun
and Moon, oil, 18 x 24 in

"Lifting the Sky: Elevating the Works of
American Women Artists", May 20 -
August 21, 2021. Due to Covid restric‐
tions this show will be hosted as an
online juried Exhibition in lieu of their
annual museum show.

“Jewels en Plein Air,” a solo exhibition
of works by Pamela Ingwers, ASMA,
will be on display at Pierre/Famille, 600
E. Cooper Ave., Aspen Colorado from
June 12th to September 25th.
Low Country Allure, by Fellow

Michael B. Karas, was reproduced for a
story in the May/June issue of Sporting
Classics magazine.

Karas was also a juror the Hilton
Head Art League’s 2021 Biennale, a na‐
tional juried exhibition. Finalists were
chosen from 735 entries from 343 artists
in 40 states. Signature members Del-
Bourree Bach and Donna Nyzio each
have a painting in the show.

Alana Knuff, ASMA’s painting
Taking a Break received Honorable
Mention in Project 1593, held by the
Koger Center in Columbia, SC. Her
worksThe Boys andMorning Among the
Pines are included in the show.

Knuff’s work Bohicket Dock has been
accepted into the Piccolo Spoleto juried
art exhibit at City Gallery in Charleston,
SC (May 28 to June 13).

Another of Knuff’s paintings
Looking Over the York River is a semi-fi‐
nalist in the 15th International Art
Renewal Salon.

Calvin Liang, ASMA received the
Impressionist Award of Excellence from
the Oil Painters of America 30th Annual
National Exhibition in 2021.

Debra Nadelhoffer, ASMA received
an Award of Excellence for her work Af‐
ternoonWalk in the Oil Painters of
America 30th Annual National Exhibi‐
tion in the Seascape Division.

Ed Parker, ASMA’s paintingThe
Beach Yacht Zephyr was accepted in the
Copley Society’s National Show, Con‐
nected Land and Sea at the Society’s
Boston gallery on historic Newbury
Street from June 17th through July
18th, 2021.

Signature member Val Sandell’s
painting Catch the Wind was a Merito‐
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CLOCKWISE FROM ABOVE: Paula Holtzclaw with her
award-winning painting, Shining Seas, oil, 24 x 30 in

Mark Daly,White Boat Reflections, oil, 12 x 9 in

Paul Garnett,Windjammer Pommern - Helsinki -
1930, oil, 24 x 18 in

Chris Forrest, Flyover, oil, 20 x 16
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rious Selection in the Richeson75
Landscape, Seascape & Architecture
competition.

Sam Vokey, ASMA’s work Shadows
and Light, Sun and Moon was juried
into the Copley Society’s juried na‐
tional show, Connected Land and Sea.

Signature member Karol B.
Wyckoff is very happy to announce
that his watercolor, Time Out, has
been selected by the Wellfleet
Chamber of Commerce (on Cape
Cod) for their Chamber booklet cover
for the 2021 season.

ABOVE: Jane Lawton Baldridge, Into the
Abyss, acrylic, 30 x 40 in
LEFT: Larry Cannon,Monastery Beach,
watercolor, 16 x 20 in



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

35

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

ASMA West (includes 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



Martin Johnson Heade (1819-1904)
“Hazy Day on the Marshes, New Jersey,” c. 1873.

Oil on Canvas, 13 ½ x 25 ½
The Toledo Museum of Art

Gift of Catharine and Severn Joyce


