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The smallest marine sculpture ever: This boat sculpture measures
30 micrometers, about a third of the thickness of a hair. It was
created by University of Leiden physicists Rachel Doherty, Daniela
Kraft and colleagues using a nanoscribe photonic assembler.

The Course Ahead

January 19 - April 17, 2021

First International Online Marine Art Exhibition

Until January 31, 2021

In keeping with the Society’s penchant for very long names, The American Society of Marine Artists First
International Online Marine Art Exhibition has concordantly been titled “The American Society of Marine
Artists First International Online Marine Art Exhibition” and will be accepting submissions starting in January.

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 p. 34)

The 18th National Exhibition will be on display at the Burroughs Chapin Museum of Art in Myrtle Beach South
Carolina. Burroughs Chapin Museum of Art, 3100 S Ocean Blvd, Myrtle Beach, SC 29577
(843) 238-2510 http://myrtlebeachartmuseum.org/

The Anchor to Windward Campaign was established to provide the Society with the resources to withstand
economic downturns and troubled waters. Our immediate goal is to raise $250,000 to ensure the Society’s fu‐
ture. If each member committed to giving just $50 per year for the next five years, we would achieve our goal.
For less than the price of a night out at the movies, you could help secure the legacy of American Marine Art
in our nation’s history. Please consider making a recurring, tax deductible donation to the American Society
of Marine Artists today.
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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
Lisa Egeli, Churchton, Maryland

Dear Members,

Drawing inspiration from the water means understanding that change is
constant. As our Society rounds the mark on 2020, we look forward to a new
year with hope and appreciation.

We are creating much more than art, we are crafting creative lives and cre‐
ative community. Whether we join ASMA with thoughts of how we can bene‐
fit from membership, or join to contribute knowledge and skills, along the way
we find we’re part of a unique and cohesive community. Our Society is not just
artists, but also those who make our art possible.

As we celebrate the lives of members who left us too soon, including my
mother, Stu Egeli, who helped make ASMA what it is today, and Greg LaRock,
a good friend and mentor to many of us, let’s remember to treasure all of the
connections we share and do our best to lift each other up every day.

In the coming year there is reason to be hopeful, a vaccine for Coronavirus
is just around the corner, and this will eventually allow ASMA to safely bring
our members together in person again. Until then, we’ll do our best to provide
education and promotion through these beautiful magazines, our website, ex‐
hibitions, and other opportunities.

This will be my last letter to you as President, as my term will end in Janu‐
ary, and I want to thank you for the opportunity to serve the Society. It’s been
a humbling experience and an honor, and I have learned a lot from many of
you. I believe in this organization and its members now more than ever, and I
know you will stay inspired and keep striving for excellence in marine art.
Here’s hoping we see each other soon.

My best to you all,

Lisa



55

WILLIAM TROST RICHARDS:ANatural Truth

By Stephen Bluto

"When I tell the truth, it is not for
the sake of convincing those who do not
know it, but for the sake of defending
those that do." William Blake (1757 –
1827)

What happens when you have a
Hudson River School artist, with a
purely emotional response to nature,
and then expose them to the teachings
of John Ruskin and the Pre-Raphaelites,
whose focus was the close study and ex‐
amination of nature, in order to create a
more faithful rendition? You get
William Trost Richards, an artist who
created landscapes and marinescapes
that intentionally evoked emotion and
passion while remaining true to nature.
In viewing his works, one is at first
struck by how he treated his subject
with fidelity and care and with a metic‐

ulous attention to detail. At the same
time, there is a spaciousness in his
scenes, a poetic grandeur that evokes
wonder beyond the merely technical.

There is also a sense in his work of
the spiritual, a contemplative aspect
combined with moral values that reflect
the time's philosophy. It was the age of
Transcendentalism, a philosophy that
developed in the late 1820s, and was
championed by such thinkers as Ralph
Waldo Emerson and Henry David
Thoreau. Adherents felt that the divine
permeates nature; that it pervades the
material world and humanity and can
be understood through the careful study
of nature. With this belief that God is
the essence of nature, Transcendentalists
had an appreciation of nature that was
both aesthetic and a way to uncover di‐
vine truth hidden in the shadows.

“In the woods, we return to reason
and faith. There I feel that nothing can
befall me in life, — no disgrace, no
calamity, (leaving me my eyes,) which
nature cannot repair. Standing on the
bare ground, — my head bathed by the
blithe air, and uplifted into infinite

space, — all mean egotism vanishes. I
become a transparent eye-ball; I am
nothing; I see all; the currents of the
Universal Being circulate through me; I
am part or particle of God.” - Ralph
Waldo Emerson, Nature

William Trost Richards was born in
Philadelphia on November 14, 1832,

ABOVE: William Trost Richards, Surf on
Rocks, 1890s, Oil on board, 8 ¾ x 15 7/8 ,
The Met, Gift of William T. Brewster,
1932, (32.73.2)

RIGHT: William Trost Richards
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the son of a tailor originally from Wales
who emigrated to the United States.
Early on, Richards had a fascination for
the arts, and he started drawing at an
early age. A tale recounted by a boy‐
hood friend tells of their travels to
Frankford Creek: "I to fish and he with
sketching material." (from "Never at
Fault" Linda Ferber) While in Philadel‐
phia, in 1850, he studied painting with
the German landscape artist Paul We‐
ber, who also taught William Stanley
Haseltine and Edward Moran.

Through the teachings of Weber,
Richards was introduced to landscape
painting and the works of the Hudson
River School artists. He achieved artistic
maturity in his thirties, when in 1862
he was elected as an honorary member
of the National Academy of Design,
and then in 1871 was elected as an Aca‐
demician. It was in Philadelphia in
1858 that Williams was introduced
through exhibitions at the Philadelphia
Academy of the Fine Arts to the Pre-
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All Works by William Trost Richards
OPPOSITE ABOVE: From Paradise to Purgatory,
1878, Watercolor, gouache and graphite on
off-white wove paper, 10 x 14 3/8, The
Met, Bequest of Susan Dwight Bliss, 1966,
(67.55.142)

OPPOSITE BELOW: Leaves, 1855, Graphite on
off-white wove paper, 3 x 4, The
Metropolitan Museum of Art, Gift of
Emma Avery Welcher and Amy Ogden
Welcher, 1965, (65.275.1)

ABOVE :A Rocky Coast, 1877, Watercolor
and gouache on fibrous brown wove paper,
28 1/8 x 36 ¼, The Met, Catherine
Lorillard Wolfe Collection, Bequest of
Catherine Lorillard Wolfe, 1887, (87.15.6)

Raphaelites and the teachings of John
Ruskin.

The Brotherhood of the Pre-
Raphaelites started in England in 1848
as a reaction to the Royal Academy of
Arts; the Brotherhood felt that the
Academy's Classical training and Re‐
naissance artists' primacy, particularly
Raphael, had been a degenerating influ‐
ence of academic training. As the name
implies, they adopted a style they felt
preceded Raphael to seek an expression
that was rich in detail with vivid colors
and more complex compositions. The
Pre-Raphaelites, influenced by John
Ruskin, an English art critic who was
well known for his book Modern
Painters, stated that the artist's aim
should be a 'Truth to Nature.'

This sentiment was carried over to
the United States as the Association for
the Advancement of Truth in Art. The
movement was inspired to develop a re‐
form in the arts that emphasized fidelity
and highly detailed, carefully rendered
depictions of nature. Richards was an
active member of this group and his

many sketchbooks show Ruskin's influ‐
ence on his development and style. Sev‐
eral of his drawings reveal a close exam‐
ination of nature; he was studying natu‐
ral structure to discover and understand
the underlying truth that nature was
hiding. A sketch of a leaf, for example,
shows how patiently he would study
shape and form, trying to understand
its construction, skills that later would
help to inform and guide him in his
painting.

Although Richards worked in a va‐
riety of mediums, a sizable portion of
his paintings were done in watercolors,
one area in which he separated himself
from John Ruskin. Ruskin was a tradi‐
tional watercolorist and worked in
transparent washes and details. By con‐
trast, the technique favored by William
Trost Richards mixed transparent
washes with opaque colors. This tech‐
nique is similar to how he used his oils,
and it was quite successful with his
marinescapes. The water would be
painted in transparent pigments, and
then he would build up areas of opaque

color that would be either the reflec‐
tions off the water or places that would
be facing the light source.

This contrast between the opaque
lights and the transparent darks mirrors
how the ocean and the waves behave. It
creates a visual that is both believable
but also abstract, and provided a way for
Richards to be expressive. With this
technique Richards created watercolor
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leaves some areas unpainted; the tech‐
nique is visible in the upper left corner.
A large portion of the paper is un‐
touched and is used to depict the gray
sky. Richards then overlays the white
gouache in semi-opaque with an almost
dry brush, creating a sense of drama by
revealing the paper's tone and texture
which vary, even with the particles of
the pulp popping up here and there.

A smaller painting, 13 x 10 inches,
but dramatically just as large as A Rocky
Coast, is a watercolor and gouache on
light tan wove paper painting, titled
Purgatory Cliff, an area around New‐
port, Rhode Island. The picture was
completed in 1876 and is a dynamic
view of both the waves' mighty crash
and the calm, gentle sailboats in the dis‐
tance. The depiction of the waves crash‐
ing on the rocks in the foreground is an
articulate use of the watercolor
medium. The contrast between the
transparency and the opaque colors cre‐
ates a highly energized scene; one can
feel the liquid wave's power hammering
the solid rock wall. The title of the
painting is telling, given the thinking of
the period's philosophical ideals. Purga‐

tory is where the repentant dead's souls
undergo temporary punishment to
wash away their worldly sins. Within
the turmoil of sea and rocks, unknown
sinners are purified, hopeful of the
promise of divine reward by the calm
seas in the background.

Another painting, created around
the same time and location in Rhode Is‐
land, is From Paradise to Purgatory, 10
x 14 3/8; it also has a grandeur that sur‐
passes its size. This watercolor reflects
the Pre-Raphaelites and John Ruskin's
adage of Truth to Nature. It is an accu‐
rate representation of a chasm that
shows a careful observation of nature,
Ruskin said that the way to moral truth
was the study of nature in penetrating
detail. As the title implies, it is a consci‐
entious study of the divinity inherent in
nature, an accurate observation to illus‐
trate God's handiwork and a work in
alignment with the period's Transcen‐
dental movement. William Blake once
said, "The tree which moves some to
tears of joy is in the eyes of others only
a green thing that stands in the way." To
illiam Trost Richards, that tree meant
more than just being a tree; it was a

paintings that were quite large using
carpet paper, a dark, fibrous, neutral-
toned material used in the 19th century
to line carpets. By using a neutral
ground, Richards was able to effectively
apply washes for the darker, richer
tones, and develop his lighter tones with
the opaque colors.

A notable example of Richards’
technique is the painting A Rocky
Coast, painted in 1877 and currently in
the collection of the Metropolitan Mu‐
seum of Art. A large watercolor at 28
1/8 x 36 ¼ inches, it is a powerful ren‐
dition of waves breaking on rocks in
Newport, Rhode Island. Here, Richards
uses various painting methods to create
a vision that is an accurate rendition of
nature, but one which invokes the
scene's underlying drama and emotion.
Washes of transparent watercolor are
laid down broadly, and then the details
are built up with both transparent and
opaque colors. The opaque colors also
vary in application from semi-transpar‐
ent washes and dry brush up to fully be‐
ing opaque in areas such as the surf and
the clouds. Richards also takes advan‐
tage of the paper's neutral tone and
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All Works by William Trost Richards

OPPOSITE: Seascape with Distant Lighthouse,
Atlantic City, New Jersey, 1873, oil, 11¾ x
20, Carmen Thyssen-Bornemisza
Collection on loan at the Museo Nacional
Thyssen-Bornemisza, (CTB.1981.58)

ABOVE: Between the Cliffs, Newport, 1876,
Gouache and watercolor on off-white wove
paper, 6 ¼ x 4 7/16, The Met, Bequest of
Susan Dwight Bliss, 1966 (67.55.143)

RIGHT: Second Beach, Newport, 1878,
Graphite on off-white woven paper, 10 x
14 7/8, The Met, Rogers Fund, 1969
(69.220.2)

symbol and a guide to revealing the
truth that could only be found in na‐
ture.

Through the artwork of
William Trost Richards, the viewer can
understand that knowledge about
themselves goes beyond the world
around them and can be revealed
through the study of nature. His paint‐
ings have a beauty and grandeur that
displays both the power and the calm of
the natural world. In viewing the works,
one learns how to read the symbols of
nature and can start to understand the
inner workings of the world around
them. Jon Wilson, the founder, and ed‐
itor of Wooden Boats magazine, said
that "the Truth is the integrity we sense
beneath the beauty." A painting such as
A Rocky Coast gives us this beauty -- on
first viewing, one is struck by the allure
of the ocean crashing upon the rocks --
but with patient examination, one real‐
izes that it is a search, a search for what
lies underneath the water, rocks, and
sky. Richards is searching for the heart
and, in doing so, treats the sea with fi‐
delity and poetry. To quote Richards,
"Ruskin says that he only is great who
had reached the heart of a thing, and
thus is the innermost holy place."
- Stephen Bluto, MFA, is the Collec‐
tions Manager for the Arms and Armor
Department at the Metropolitan Mu‐
seum of Art. Stephen doesn't own a sail‐
boat, but does have pond yachts that he
loves to sail in Central Park. You may
find him at: StephenBluto.com
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MATTHEW CUTTER Strong Currents
by Nick Fox

What is it that makes us choose art?
How do we come to the point where we
put ourselves to work late at night, early
in the morning, outside in terrible con‐
ditions, trying to master form, value
and color? Talking to Matthew Cutter,
ASMA, about his path into painting
highlighted not just the “A-ha!” mo‐
ments but those rooted deep in our‐
selves, formed when we are barely con‐
scious of art’s important role in inter‐
preting ourselves in relation to the
world around us.

But before we get to the deep stuff,
the basics: signature member Matthew
J. Cutter, born in 1974, is a Florida
based artist who paints in both oil and
acrylic and, while dedicated to plein air
painting, also works in the studio to
evoke his complex vision of both the
natural and the constructed world. In
his relatively short career, he’s already
garnered dozens of awards and had his
art acquired by multiple privately
owned collections for public display,
such as the Atlanta Federal Reserve
Bank and the Mayo Clinic.

Art is a strong current that runs
through Matthew’s family. Both his
grandmother and great-grandmother
were dedicated painters. “Being a kid, I
remember seeing works by them and
other family members. At the end of
our hallway in New Hampshire was a
painting of a moose by my great-grand‐
mother. It was more than a hundred
years old and I remember thinking it’s
so crazy that it’s here in our house. It
was really cool.”

“I always had a passion for drawing
when I was younger. My grandmother
was a good pastime painter and my
great-grandmother was very good. Both
of them could have been professional
artists if training had been more accessi‐
ble to them. They both definitely in‐
stilled in me a passion for art. But I

never saw a pathway to a career as a
painter, so I went into business.”

Graduating from Flagler college
with a degree in business in 1997,
Matthew decided to join forces with his
father, his brother and stepmother to
open a retail business selling books, gifts
and art in Saint Augustine. Then they
realized they were selling a lot of prints.
Shortly thereafter, they began selling
original works.

“But after we were in business for a
couple of years, I started meeting the
artists and speaking with them. I
thought I might try out painting as a
hobby, as something fun to take my
mind off the business, and then as I
started to do it. I realized I would get
lost in the paint. I could lose four, five,
six hours and it was always amazing to
me that that amount of time could pass
by and it felt like nothing, so I knew I
was really enjoying it.

The artists I met through the gallery
were very encouraging. They took me
out plein air painting, which was a most
humbling experience. The first time you
go out, and are looking over the shoul‐
der of someone who’s been doing this

for twenty years, you realize that every‐
thing you do just feels so wrong. But it
was a great experience. I remember
painting with one California based
artist we were representing in the
gallery. My brother warned me not to
try to paint like him because he used
such strong color and a kind of fauve
style. After twenty minutes of trying to
do what he was doing, I just set my
brush down and watched. I actually felt
like just watching helped me learn a lot.

“From there, it was just the struggle
of a lot of trial and error. I started taking
workshops from artists I admired, like
Morgan Samuel Price, ASMA, and
Scott Christensen, and that definitely
opened the floodgates of knowledge. I
started acquiring books on artists I ad‐
mire as well as watching art videos.
Most of my training came from trial
and error, and I started painting plein
air a lot. I got pretty efficient at being

FACING PAGE: Matthew Cutter, Light Dance,
oil, 48 x 48
BELOW:Artist Matthew J. Cutter in his
studio
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outside and realizing that time is valu‐
able—if I want to get the essence of the
scene down, I had to break away from
my natural tendency to get into the
minutiae. Plein air painting has defi‐
nitely helped my studio work and I feel
like they both kind of feed one an‐
other.”

An intense, ten-day workshop with
Scott Christensen in 2009 was a game

changer. “We were painting for nine
hours a day. I just remember he kept
hammering home the idea of practicing
and don't go out thinking you're going
to make a masterpiece every time. Just
go out and study how the trees set
against the clouds and just practice and
give yourself permission to fail.”

“Christensen had been an athlete at
one time and I’d played baseball seri‐

ously at Flagler. Because of our similar
experiences, it resonated with me--this
idea that we're just going to get repeti‐
tions and we're going to practice and by
doing that we're going to grow. It was
definitely one of the big turning points
for me as a painter. Letting go and real‐
izing that not everything you touch is
going to be exactly what you want, that
if you give yourself permission to just
practice and fail, that’s when you learn
the most.”

“When my wife and I first got mar‐
ried, before we had kids (two daughters,
now aged 11 and 13), I would go into
the studio at seven at night and work
until two. I was younger and I was like,
I’ll just stay up late. And then I could
get up early for work and it didn’t seem
to affect me, so I was always able to
carve out large blocks of time. I would
get out and paint plein air on the week‐
end. After my daughters were born we
would always shoot for a seven or eight
o’clock bedtime so I could get time in

All paintings by Matthew J. Cutter
ABOVE: Cloud Burst, oil, 8 x 16
LEFT: Sunrise in the Quarry, oil, 30 x 40
OPPOSITE: Coquina Shoreline, acrylic, 18 x 22
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the studio at night, , but now it’s even
harder, because they’re older and don’t
go to bed early.”

“Now, I’m getting up early in the
morning a lot to steal an hour or two
here or there which works great on
small paintings. But when I'm working
on a large scale, I'm always reticent to
set everything up if I know I can’t dedi‐
cate the time. I'm working on one right
now that’s six feet by five feet and I need
big stretches of time to really focus. It's
not the kind of painting, at least for me,
that I can just dabble on and then head
to work. So, it’s a challenge just trying
to figure out where I'm going to get
those hours in front of the easel.”

Matthew cites tonalist John
Twachtman, Russian Impressionist

Isaac Levitan and Gustav Klimt as influ‐
ences. “I was struck by these really at‐
mospheric winter paintings Twachtman
did. I’ve walked through the woods and
there’s an almost heavy atmosphere in
the snow on the ground and it’s one of
the coolest things you can experience in
the landscape and he had captured it
brilliantly in paint with just diffused
light values, no hard edges. He is able to
create this sense of mystery. I just
thought ‘Gosh, you're not just captur‐
ing nature. You're painting emotions on
the canvas and if you said to someone
‘Here, I'm going to teach you how to
paint emotion, where would you be‐
gin?’”

But there are other times when I’ve
been heavily influenced by Klimt. I

wouldn’t call it tonalism, per se, but the
way he is able to put all these patterns in
the trees, with all the light poking
through all of them, it almost replicates
what a tonalist painting does, because it
all becomes diffused, and you have to
make your way through a very subtle
pattern in the picture plane. So I’m very
attracted to that way of putting a paint‐
ing together. But even then, there are
moments where I want to do something
with bold edges and stark contrast. Peo‐
ple ask me, ‘what's your favorite style?’
And I don't know that I can even de‐
scribe it. I like so much about painting
in general and I really do have an admi‐
ration for so many different styles of art‐
work, it would be hard to say. I think
you can kind of have your cake and eat
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it too when it comes to that. I go from
from tonalism to impressionism to real‐
ism. I can appreciate all of it and try to
infuse a little of all of them into my
work at different times.”

“I could tell without knowing any‐
thing about Levitan how much he
revered the natural landscape and that
resonated with me. He saw the land‐
scape the same way a portrait or figure
painter would revere the subject that
they're painting--or the human form it‐
self--and that seems to jump off the can‐
vas with him. And I was blown away by
his reservation of color. I think one of
the hardest things to master is what

you're doing with your color thought
process. When you start out, you don't
know how to put any nuance into any‐
thing. Everything I did at the beginning
was so bright and saturated and I felt
‘that's not what I want to do, but I can't
not do this. How do I not do this?’ And
I hadn't really learned enough to know
how to mix complements into one an‐
other.

“So as you start to paint, you look
at it and say ‘Oh God, that's horrible!’
and every once in a while you get a color
that you really like and you say, ‘Oh
wow! That works! That’s closer!’ And so
that a lot of that Evolution came to

looking at a lot of lot of different
painters and I can't remember who I
heard this from but one I'm never com‐
ing across the comment from an artist
was the kind of talked about a lot of like
this this total pallet have it have

”I’m most attracted to the natural
landscape. Growing up in the woods in
New Hampshire, there's just something
that always brings me back there. So, I
paint a lot of things, but the landscape
seems to be what calls to me the most
and even just being on the coast seeing
the ocean. I tend to do a lot of paintings
of the ocean just as it is. I've done a few
things with boats here and there but,
honestly, I wouldn’t be able to tell you
one boat from the next. But there's
something peaceful about watching
wave sets roll in. The ocean’s always
been an attraction for me, just being
around it when I was young. It seems to
be what I gravitate towards.”

“It’s always a challenge to get time
in front of the easel, but my greatest
challenge as a painter, might just be the
painting I’m working on right now. It’s
five feet by six feet and it’s a very com‐
plex scene in the woods and it’s all
shadow patterns on the ground plane,
on a slight grade uphill into a treeline. I
mentioned Gustav Klimt earlier. There’s
a lot of things going on and already, I’m
realizing every time I try one of these
types of composition, what you leave
out becomes so important. How you
treat the space starts to take over. I’ve
gone through two phases where I’ve
thought about just painting over it, but
I’ve fought through it, feel like I’m on
the other side now, where I’ve got
enough down so that I’m going to see it
through, thick or thin, here. The great‐
est challenge is trying to put the viewer
in the canopy of a wooded scene, and

All paintings by Matthew J. Cutter
LEFT: Leaning, oil, 16 x 12
OPPOSITE ABOVE: Tending to the Fire, oil,
38 x 57.5
OPPOSITE BELOW:Delicate, oil, 36 x 36
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how do you navigate the eye to that?
There’re vertical uprights for the trees,
the dark and light pattern of sun and
shadow, and you really have to think
long and hard about the composition.
In a tonal piece, it’s more about the
mood you’re after, like finding that per‐
fect note in music and you hit it. But
this painting, it’s more like orchestrat‐
ing a whole symphony.

While Matthew considers himself
an oil painter, he also paints regularly in
acrylic. He recently did an acrylic paint‐
ing demonstration for NOAPS, which
can be seen on YouTube. “My studio is
above the garage, connected to the
house, so I started to explore with
acrylics early on, just due to their not
requiring solvents, it seemed like a it
would be a good solution from time to
time, and I liked it. There’s a learning
curve with acrylic, particularly if you’re
trying to make it look like oils. If that’s
the case, just use oils, but acrylic can
have wonderful properties. One of the
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best things about acrylics is that it dries
fast, but it can also be a drawback. If
you’re a traditional oil painter and you
go to soften an edge somewhere and it’s
already skinned over, it can get very
frustrating.”

On the business side of things,
Matthew is careful not to over commit
to galleries. “If I make someone a prom‐
ise, I'm going to see it through. If I tell
a gallery ‘I will have ‘x’ number of paint‐
ings for your show, I would deliver that,
and I’ve always been a little hesitant to
make that commitment given my other
obligations.

“I’ve joined some organizations
over the past few years, and I’ve done
more in terms of sending paintings to
shows, but as always, it has been a func‐
tion of time.”

“Having run a gallery, I know
artists can’t shy away from the business
side of painting. They say ‘I just want to
paint. I don’t want to worry about that
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All paintings by Matthew J. Cutter

OPPOSITE ABOVE: Frozen Creek, acrylic, 40 x
60

OPPOSITE BELOW:The Moonlight Brings Calm,
oil, 20 x 20

ABOVE: Winter’s Calm, acrylic, 20 x 16

RIGHT: Black Sand Beach ,oil, 24 x 36

end of it.’ If you want to do this as a ca‐
reer, you have to treat all of it as equally
important. There are things in any job
that aren’t that fun, but it is still incum‐
bent upon us to try to put our best foot
forward and do the promotion and ulti‐
mately bring a product to market.”

“And of course it’s about the art you
make. I wouldn’t advise someone to
make fifty paintings of the same thing
because you know they will sell. That’s
definitely not my message there, but if
you want to be able to pursue this as a
career, and make the money, you do
have to be able to put yourself out there
on the business and promotion end.
And I think people respect that at the
end of the day. I don’t think we have to
be so highbrow in the art world that we
ignore the fact that at the end of the day
we are selling. I’ve been on the sales
floor for twenty-something years and I
can tell you from experience that noth‐
ing sells itself. You can put really well-
known artists and their works out there
and it doesn’t guarantee that someone’s
going to walk up to the desk and say ‘I’d
like to buy this $50,000 painting.’ A lot
goes into making those transactions a
reality.”

Young artists like Matthew are forg‐
ing a new, unencumbered vision of rep‐
resentational art, allowing them to ex‐
plore the best elements of favored styles
to create unique approaches. Not being
beholden to one “ism” or another they
are free to paint what they want, how
they want, without dogma getting in
the way.

- NF



18



19

As a rule, the News & Journal
doesn’t publish memorial pieces, but we
had decided to profile Greg in the
spring 2021 issue of the News & Jour‐
nal when we learned of his untimely
death. Fortunately, Greg recently did a
couple of in-depth interviews, one with
John Hulsey and Ann Trusty at
TheArtistsRoad.net, and one with Mary
Platt, Director of the Hilbert Museum
of California at Chapman University,
which appeared in the Orange Review.
We have drawn from both of those in‐
terviews for the following:

In His Own Words

“I was born near the Pasadena area
and grew up in Huntington Beach. I
loved to draw as a kid—I’d spend hours
doing it. Nobody in my family had any
artistic background, but they encour‐
aged the drawing and I kept it up. It
wasn’t until high school that I realized I
was farther along the art path than most
others.”

“My art teacher at Edison high
school, Jerry Nicholson, was my first
mentor. He recognized something in
me and guided my path from about ju‐
nior high on. We entered shows and I
won a few awards. He was, and still is,
an awesome watercolorist and was inter‐
ested in realism, which wasn’t too popu‐
lar back then. Jerry took me under his
wing and pushed me to enter student
competitions…[and] set aside a weekly
evening at the school where he worked
on his own projects. I would return to
school on those evenings and paint with
him. Doing so wasn’t very cool at the
time, but all that solidified things for
me. I realized my strength was in the
arts. You don’t realize until much later
how important such influences were.
Being an average high school student, I
felt I would get lost in the mix if I pur‐
sued anything other than the visual arts
in college, so I gave it a shot. Working
for a magazine during my later college
years at Long Beach State helped to so‐

GREG LAROCK PleinAirMaster

All paintings by Greg LaRock
OPPOSITE: Los Lobos, oil, 12 x 12
BELOW: The Usual Suspects, oil, 12 x 24
ABOVE: Greg LaRock at work, detail of
photo by Eric Stoner

from The Editors
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lidify my future in the arts.
“After college, I continued to work

for the magazine for a couple more years
until it went defunct. I then started my
own graphics career and followed that
for 18 years. I really never thought I
could make it as a fine artist, so I kept
with the regular paycheck in graphics.
Many years later I wanted to get back to
painting and was going to do it only as
a hobby, but it became all-encompass‐
ing after a year or so. I then discovered
“plein air” painting (most of my college
training was figurative) while watching
a Laguna Plein Air Painters (LPAPA)
demo at the beach. I thought that
putting your feet in the sand while cre‐
ating art was awesome, so I starting try‐
ing my hand at the landscapes. I was
terrible at first with no idea how to get
it to work, but after a workshop with
Ken Auster, my eyes were opened and I
blossomed from there.”

“I sold three paintings that year and
thought maybe I could turn painting
into a career. It was the coolest thing

that they paid me money for my paint‐
ing. I buckled down, got outside and
painted as much as I could in my free
time. Slowly, over a period of a few
years, the more paintings I sold, the
fewer graphics I did.”

Many Society members got to
know Greg on the Plein Air painting
circuit. “It’s kind of like NASCAR: you
show up and all the same people are al‐
ways there. These types of competitions
definitely get you out of your comfort
zone. It’s easy and safe to hide in your
own studio, but shaking it up a bit by
painting with your peers gives you a
boost.”

“I’ve taught in Italy and will usually
sneak out and do a painting or two on a
family vacation. The only difference is
that I might bring a smaller pochade
box that I’m not as comfortable with,
but the painting is the same. Each area
of the world brings its own challenges
from the perspective of creating. If the
light looks different, my goal is to try
and capture it. Or grasp the “flavor” of

the area. The locals might not have a
clue to what you’re doing, but when
they see your painting, it usually brings
a smile or some compliment in a foreign
tongue (at least they always sounded
like compliments!).”

“If I’m giving advice to students, I
tell them that their choice in materials
is irrelevant to what others are using.
Just find what works for you. “As for
process, I mostly jump in. I will some‐
times do smaller studies or look at my
successful smaller paintings and see if
they merit enlargement. Then I might
try a large work based on a plein air
study.”

“I do spend an inordinate amount
of time thinking a painting through. I
have a mental checklist—so to speak—
and a process that I do before I proceed
with any painting. If I’m out doing
plein air work, I’ll walk around and
view the subject from many directions.
Is it better from closer up or farther
away? Should I move over 20 feet to the
right or left for a better angle, sit or
stand, etc. I also try to determine if the
time of day and lighting conditions are
best now, or should I come back in the
afternoon, when it’s sunny? I also have
to view the scene in my head as a fin‐
ished painting. Nature is beautiful, but
it’s not always meant to be turned into
a work of art.”

“Once something has piqued my
interest, my mental checklist begins. I
go through each part of the painting
and try to solve the problems I foresee.
Each area needs to be thought through.
What will be the quiet passages?
Where’s my focus? Is there a theme?
And, finally, is my ability able to pull off
each area? Some scenes have a section or
subject that you might not have painted
before. I have to ask myself if I think I
can capture it, or change it if necessary.
If not, then I pass on the painting.
Sometimes you’re not ready for a scene
yet and I’ll wait years as my ability
grows before coming around to it
again.”

“After I’ve worked out what I want
from all areas of a painting, and think I
have a solution for everything, I begin.
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All paintings by Greg LaRock
OPPOSITE : Rusty Reflections, oil, 18 x 18
ABOVE TOP:Early Sunday Morning, oil, 12 x 24
ABOVE BELOW: Highs and Lows, oil, 20 x 20

The challenge and fun is seeing if I can
achieve my mental goal!

“For me, subject is irrelevant. I re‐
ally don’t care what I’m painting as long
as I see it as a painting. I’m truly only
looking at the organization of shapes
and light/dark patterns. If those things
line up in a way that I find interesting
and exciting, then that’s what I want to
paint. Doesn’t matter if it’s a boat,
flower, landscape, figure, etc. It takes
awhile to view things like this, but I find
that design and composition are every‐
thing. Most great paintings are rarely of
one subject plopped in the middle of
the canvas. It’s the whole or the environ‐
ment of a painting, never a portion of.
It’s about shapes and composition; light
quality, things happening. I observe and
think, ‘that could make a really great
painting, the way this plays off that, the
way the light falls here, and the shadow.’
Whether it’s a downtown scene or down
at the beach really doesn’t matter to me.
If the composition comes together, then
that’s what I want to paint. That’s what
I’m driven by.”

“I try to teach the concept of paint‐
ing—how to “build” a painting. Which
materials you use and the paths to get
there are endless, but there are some
foundational items which are important
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All paintings by Greg LaRock
OPPOSITE ABOVE: Limelight, oil, 15 x 30
OPPOSITE BELOW:Black Star Dawn, oil,
9 x 12
ABOVE: Morning Gold, oil, 16 x 20

to get across. I try to show the students
how I think about creating a painting.
I’ll do a demo from start to completion
and talk the whole way through.

“Students need to know what’s go‐
ing on inside an instructor’s head and
why we choose to do this or that. Then
as I talk to each student, I’m looking to
find out the direction they wish to
travel—trying to show how it could be
successful and what pitfalls to look for
from their viewpoint. Just because I like
to paint a certain scene, doesn’t mean
each student sees it that way. It’s my job
to figure out what they want and give

them the tools to reach their own suc‐
cesses.

“It takes two lifetimes to become a
good artist. You’re never going to get it
all in this one so don’t worry about
when you start or what age you are. If
you enjoy it, just do it and learn all that
you can. Don’t compare yourself to oth‐
ers. As long as you’re growing as an
artist, you’re doing it right. The joy is in
the journey not the destination.

Memories of Greg

“My lasting memory of him is with
an infectious, almost mischievous, smile
on his face, always showing enthusiasm,
kindness and joy. He was a very talented
and skilled painter; a consummate pro,”
Fellow Don Demers shared. “Last time
I was with him we were drinking beer at
an outside table in Apalachicola, Florida

with a few other painting friends during
an event. It was good company and
laughs with Greg like it usually was.
He's being missed in so many circles.”

“Greg’s big smile and big heart
made it easy to become friends,” says
Fellow Roger Dale Brown, “Over the
years we would stay in touch through
emails and plein-air events. One of my
fondest memories is a workshop Greg
and I taught together in Newnan, GA.
His excitement for the unfamiliar land‐
scape and cows was infectious. Conver‐
sations after class were inspiring and full
of laughter.”

Jean Stern, Director Emeritus of
the Irvine Museum provided his re‐
membrance: "Greg was a gentle, caring
and sincere man who was also a great
artist. My wife Linda and I often en‐
countered Greg and Laurie at art shows
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and he was always courteous and open
with his time. As an artist, Greg was one
of the best I had gotten to know. I was
fascinated by his skill at drawing and his
bold application of paint. He won nu‐
merous awards, some at art competi‐
tions that I judged. The art community
will miss him in so many ways. I know
I will."

Signature member Debra Huse,
who also operates the Huse Skelly
Gallery on Balboa Island and painted
with Greg as a fellow Signature Laguna
Plein Air Painter, says “Greg has been a
great & trusted friend for a long time.
We have traveled and painted together
all over the US in Plein Air Events. Greg
was the most genuine and generous per‐

son to know, always greeting everyone
with a warm smile and hug. He was
deeply inspired by the landscape in all
of it’s moods but was especially great at
capturing stunning light in his work.
Certainly a reflection of his warm per‐
sonality he shared with us. He will al‐
ways be remembered with love as a great
friend and a great artist by all of the
plein air community.”

Carolyn Hesse-Low says “Greg was
one of the first plein air painters from
California to go regularly to the compe‐
titions that developed on the East
Coast, bringing back with him not only
some of the methods, styles and ideas
that were popular there, but also some
of the best East Coast painters them‐

selves. There developed a wonderful ex‐
change and camaraderie between plein
air painters of both coasts, and I think
Greg deserves a lot of credit for that. He
was a wonderful ambassador.”

“At every plein air event, Greg was
a happy and joyful presence. We all
loved having fun, and he was at the cen‐
ter of it. Laughing, joking, swapping
stories, trading tips, checking out the
scene, painting alongside friends, always
reserving time afterwards for dinner. He
was always positive and kind and gener‐
ous. He would go out of his way to help
you and would give you anything you
needed. He was gracious and authentic.
He was a friend to everyone, and he was
everyone's favorite.”
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All paintings by Greg LaRock
OPPOSITE: Off Broadway, oil, 20 x 24
ABOVE:Where Cattle Once Roamed, oil, 18 x
18
RIGHT: Greg and Laurie LaRock on
location. Photo courtesy of Laurie LaRock

“We all loved Greg so very much.
He was a tremendous talent, the winner
of many top awards in shows and com‐
petitions. He was passionate, curious
and animated, always full of energy. He
loved painting and teaching, he loved
his wife and his friends, he loved finding
beauty in the world. He loved life. He
left us too early. He left us an amazing
legacy of his work, and he left us his in‐
domitable spirit.”

Roger Dale Brown says: “A few
years ago we invited Greg and his beau‐
tiful wife to come visit us in TN. It was
fun taking Greg and Laurie to down‐
town Nashville, buying boots and visit‐
ing clubs for some great music. We
ended up at a blues club in Printers Al‐
ley where we sat next to REO Speed
Wagon.”

“During their visit, both Greg and
Laurie admired a house plant that was
5’ tall. It was a cutting taken from a rel‐
ative’s Ming Aralia plant 30 years be‐
fore. That Christmas, as a surprise, we
rooted a cutting and shipped it to them.
Last I heard, after a lot of pampering,
care and conversation, the cutting was
doing well and growing. I hope it still is
and that it brings peace to Laurie as a
symbol of love and friendship. We will
miss Greg dearly.”

Greg’s former student, Kim Van‐
DerHoek says, “Through the years as
Greg went from my teacher to my men‐
tor to my good friend, I learned much
about what an insightful, warm and giv‐
ing person he was, not just as an in‐
structor, but, in his day to day life. He
often had a unique perspective about
the business of being an artist and be‐
lieved in empowering students and
friends in reaching their full potential,
whether it was through the gift of sage
wisdom or a sincere congratulations for
an achievement. As his friend, I truly
enjoyed his sense of humor. We spent
countless hours laughing our way
through boring plane rides and through
our downtime at various plein air paint‐
ing events. He reveled in a good practi‐
cal joke and often had a witty observa‐
tion about whatever was happening

around him. I will profoundly miss
his friendship, his laugh and his in‐
sight.”

Laurie LaRock says, “The first
time Greg told me he had no regrets
was in our early 20s. He said, ‘I
never look back, I only look for‐
ward–I never have regrets.’ This was
his true philosophy. I found it so re‐
freshing and such an outstanding
point of view. I was fortunate to
spend 30 years of my life loving this
generous, humorous and wonderful
human being. I cherish every one of
those days savoring the memories of
Greg’s passion for life and his beau‐
tiful smile living with no regrets.
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Elizabeth (Stu) Egeli, mother of
Fellow and President, Lisa Egeli, and
wife of Fellow and former president,
Peter Egeli, worked to maintain the
society quietly and selflessly and is the
reason the Society still exists. I was for‐
tunate enough to work on the Board
of Directors with Stu. I know that
when we didn’t have a treasurer, Stu
stepped up. I know that when we were
rushing to decorate the Captain’s din‐
ner last March in Williamsburg, she
took me by the hand as though I were
an old friend and put me to work. It
doesn’t sound like much, but the
strength, grace and kindness she ex‐
hibited in all our interactions was
striking.The Egeli family has our most
profound condolences on the occasion
of her passing.

Fellow, board member and former
Society President, Kim Shaklee says
“Stu was elegant, intelligent, and kind.
She was always generous with her
time, knowledge and talents for vari‐
ous ASMA functions. She would al‐

ways seek out newcomers to the Soci‐
ety, welcome them to sit at her table,
and make them feel just like they were
family. She was beautiful person in‐
side and out, and will never be forgot‐
ten, nor can she ever be replaced.”

Charlie Robinson, Society main‐
stay and Fellow, said: “She loved
ASMA and with charm and beauty
was a very effective ambassador for the
Society. This is how the younger mem‐
bers of the Fellowship knew her. But
for us old-timers, we saw Stu as what
her daughter rightly calls "The Force"
- the silent, organized, effective power
behind the throne when Peter was
President and held similar positions of
responsibility in the Society. Her con‐
tributions were most significant in
those formative years but in keeping
with her modest nature she kept them
unsung and under-recognized. This
continued right up until recently
when she stepped in to be Treasurer
until Laura Cooper took that respon‐
sibility off her shoulders, setting the

example for us all. "The Force," in‐
deed.”

Stu deserves the last word and
considerately wrote her own obituary:

She was born on February 11,
1942 to the late Elizabeth deVane
Wilkinson and the late John N.
Wilkinson, Jr. of Bel Air, Maryland.

Stu, a nickname given to her in el‐
ementary school, attended public
schools in Bel Air until entering the
12th grade in St. Mary’s Seminary
(now St. Mary’s College of Maryland).
She continued there on to the junior
college, graduating in 1962. During
her years there, Stu was involved in art
classes and enjoyed producing scenes
for many of the school dances. It was
there she met Peter E. Egeli, who was
teaching art. They were married in
1963 and began a life in the arts: Peter
the artist, with Stu at his side guiding
his career. She spent three years teach‐
ing at Great Mills Elementary School
and in summers produced art pro‐
grams for local libraries. She became

1942-2020
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Regional Chairman of St. Mary’s Col‐
lege of Maryland, Southern Maryland
Chapter of the Alumni Association
and then was Alumni Director for six
years as well as Editor of the Alumni
Newsletter.

In 1968, they bought 18 acres on
the west side of the St. Mary’s River
and together spent years restoring the
neglected farm. At the same time,
they worked on a 30 foot cutter which
Peter had begun to build in his bache‐
lor days. Stu’s love of the water was
driven by time spent on her parent’s
boats in the Chesapeake Bay.

In 1978 at the urging of the
Provost, she returned to St. Mary’s
College, traveling by boat across the
St. Mary’s River to attend classes part
time while caring for her husband’s
business and their children. She grad‐
uated with a degree in Economics and
Business Administration in 1984, thus
becoming the only holder of three
diplomas from St. Mary’s. Stu always
believed in care of family, so after
nursing her parents in their last years,
she brought her grandmother to live
with them and their two children. In
1989 she was asked to become the
business manager of Chesapeake Re‐
search Consortium, Inc., which was
moving to facilities at University of
Maryland in Solomons, MD. She
held that position for 6 years.

Stu was a member of St. George’s
Episcopal Church, Southern Mary‐
land Chapter of the National Society
Colonial Dames in America, the
American Society of Marine Artists
and the St. Mary’s County Garden
Club.

In addition to her husband, Peter,
she is survived by her daughter, Eliza‐
beth Lois (Lisa) Egeli, of Churchton,
MD, and son, Peter Stuart Egeli of
Drayden, MD and grandchildren, Al‐
lison and Tyler Egeli. To her grand‐
children and their cousins, Stu was
known as Muddy, a traditional grand‐
mother name going back generations.

OPPOSITE: Stu and Peter
Egeli in the studio.

ABOVE: (from left to right) Sergio
Roffo, Stu Egeli, Kim
Shaklee and Peter Egeli at
the ASMA 40th Annual
Retreat in Charleston, SC

LEFT: Lisa and Stu Egeli
plein air painting on
location in Maine

BELOW: Stu Egeli in Maine
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Stu Egeli was my hero. She was
such a dynamo, a creative thinker, with
a can-do approach to any project she
touched. Stu always had the best ad‐
vice; whether the topic was moss gar‐
dens, knitting up a sweater, career
moves, government machinations, boat
changes. She would give you her
thoughts on the matter, straight up and
you knew that you were benefiting from
years of experience and knowledge bal‐
anced with inborn wisdom.

I first really met Stu at the ASMA
meeting held in St. Mary’s, Maryland ,
where she hosted the members to a day
on the water with a flotilla of volunteer
boats and skippers, boxed lunches
(there was a choice of which kind!!) din‐
ner on the lawns of the Egeli’s beloved
Westbank, an evening watching a live
performance of Pirates of Penzance
open air on the St. Mary’s River. I was
taken by Stu’s amazing organizational
skills and she did it with such grace and
ease. Was this a Southern thing?! No,
it was PURE Stu.

Watching her deliver boxed lunches
while skillfully maneuvering her motor‐
boat on the Chesapeake with a bril‐
liantly white head scarf flying in the
wind, one could clearly recognized her
ease on the water. Totally impressed, I
continued to witness her prowess
around boats. Her skills also included
trailering various small boats back and
forth between Westbank and Maine
over the years. She and Peter also en‐
joyed a restored antique wooden Chris
Craft run-about that they kept up in
Maine. Stu was equally at home, and a
fully capable partner aboard their
trawler ‘Palette’ which they took up to
Maine for a good chunk of the summer
several times in the early 2000’s. Th ey
even took time to come through Long

Remembering Stu
By Pat Blossom

We place this announcement of the Anchor to
Windward campaign here, with our memorial pieces for
Stu, because she was such a staunch supporter of the
Society’s goals. Stu asked that in lieu of flowers at her
memorial service, donations be made to the Anchor to
Windward fund.

For forty years, the American Society of Marine
Artists has fulfilled its mission working with artist
volunteers using money generated by membership dues
and submission fees.

The Anchor to Windward Campaign was
established to provide the Society with the resources to
withstand economic downturns and troubled waters.
Our immediate goal is to raise $250,000 to ensure the
Society’s future.

Each year the Society adds $5000 of its operating
revenue to the Campaign, and through your generosity
and dedication, we have raised more than $170,000 so
far. But we need you to get us over the finish line.
Your important contribution will help us to mount and
promote:

• ASMA’s National Exhibitions
• Museum Shows
• Regional Exhibitions
• The National Marine Art Conference
• Invitational “for sale” Shows with Partner

Institutions
• Demos and Paint Outs

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 Vice President, Nicolas Fox
(nicolasfox72@gmail.com).

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

A����� �� W������� ‘20-’21

THE AMERICAN SOCIETY OF

MARINE ARTISTS
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Island Sound to visit us one year.
Stu was open hearted and wel‐

comed visitors; she extended tremen‐
dous hospitality. One memorable time
for our family; as we were returning
from an eleven month trip on our boat,
‘Arcadia’ with our sons, Travers and Ian
(10 and 5 years old), Peter and Stu sug‐
gested that we stop by if we were com‐
ing through the Chesapeake on our way
back home. We thought we were visit‐
ing for a weekend; we ended up stayed
two weeks! Every day was filled with
the wonders of Westbank, soft shell
crabbing, archery, wonderful dinners,
and storytelling. And at the end of the
day, it just
seemed there
was always
more to do to‐
morrow. Peter
even taught
Travers to drive
on the farm; in
Peter’s lovingly
restored, vin‐
tage Rolls
Royce, no less!
As we finished
loading up the
kids and boat
and headed
down the St.
Mary’s River,
we were accom‐
panied by Peter
and Stu in a lit‐
tle runabout for
a short dis‐
tance. As I looked back at them in front
of Westbank, I had to think that they
had done everything just right and cre‐
ated a sanctuary, a refuge, this seem‐
ingly perfect little spot in an already
quite beautiful, rural setting. What
more could you need?We felt privileged
to have been able to visit.

Stu and Peter’s love of Maine
brought them to purchasing a home
away from home where Stu promised to
furnish the two cottages, Ebb and Tide,
entirely with what she already had in
her stash. And true to her word, armed

with a measuring tape and that famous
Can-Do Stu approach, she took apart
feather pillows to fill old chairs, repur‐
posed drapes to make curtains and pil‐
lows. Then she and Peter packed up a
Uhaul truck with some furniture from
Westbank, a rowing dinghy, and her
own hand work and off they went,
headed for Maine. Remarkable!

She selflessly subscribed to the be‐
lief that volunteer work gave you more
than it took. Stu dedicated immeasur‐
able time, effort and thought on ASMA.
Many of those discussions and charter
revisions have Stu’s fingerprints on
them. Remember what I said about her

good advice. When Chris was uncer‐
tain about becoming President of
ASMA she offered valuable guidance,
though he needn’t have worried, he had
the best support possible; Stu became
Secretary and Peter served as Vice Presi‐
dent. Even when those excruciatingly
long jury meetings took our husbands
well past the dinner hour, as we waited,
(I impatiently) Stu said, it was good for
them to have those deliberations. And
she was right.

Stu approached life’s challenges
head on. When Stuart was a youngster

his health was threatened by allergies.
When regular treatment were not effec‐
tive, the doctor suggested that positive
results might be had by eating natural
local honey. Stu? She became a bee‐
keeper … and it worked!

She was brave and courageous
throughout her life. Stu had a chronic
and progressive medical condition that
she’d refer to with a wave of the hand.
Yes, she’s taking care of it. She was
brave and courageous, and proud too,
when Stuart followed in his father’s
footsteps and enlisted in the Marines,
and later, when Peter’s cancer was diag‐
nosed. She also got an apartment

around the cor‐
ner from the
hospital to be
his advocate
and to be sure
he had the best
care possible.
All handled
with such grace
and faith that
all would go
well.

I can still
hear her words,
“We can do
this.” She’d
place her hand
on yours, give a
shake and say,
“We can do
this.”

Well, we
can do this, and

we must, but it’s with sorrow. Perhaps
it’s not goodbye; I like to think it’s more
see you later. She will be terribly
missed. And Stu? I choose to think
that she would wish to be in the place
she knows and loves, that little bit of
heaven on earth.

- Pat Blossom

Clockwise from Bottom Left: Stu Egeli, Lisa
Egeli, Peter Egeli, Pat Blossom, Len Tantillo,
Corliss Tantillo, Christopher Blossom at the 3rd
NMAC inWilliamsburg, Virginia
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Signature member Dale Byhre,
ASMA, writes that besides having been in
the Society for four years, he has also been
an active member of the Federation of
Canadian Artists and a regular participant
in their exhibitions. This past summer, I
had the great honour to receive signature
status as a Senior Member of the Federa‐
tion of Canadian Artists.

In response to our Thanksgiving call
to members for news, associate member,
Dr. Michael Cox, CD FRSA, Professor
Emeritus, University of Guelph, says “I
am thankful for belonging to a wonderful
society of inspiring, encouraging and tal‐
ented marine artists. It is timely to give
thanks during these times of pandemic.”

Dealing with digital imaging con‐
cerns, member Belvin Evans is “trying to
be an artist in training and has just fired
those folks that create problems in imag‐
ing my work.” He has decided to build his

OPPOSITE: Cathy Ferrell, ASMA,Great Blue
Heron, 36”x 36”x 28”, Bronze

ABOVE: Dale Byhre, ASMA, Sun Setting on the
Fraser River, oil , 11 x 14

own photography shop for this purpose.
“By using a really good camera with a
50mm lens properly set, I can import an
image into my computer and resize to
high resolution. Burn a disk and it is
ready for entering into the next event. My
objective above all others is jurying into
events and being at the receptions. Being
a member of ASMA is wonderful.

Bill Farnsworth, F/ASMA was very
fortunate in October to win First Place
for “Oasis” in the signature division of
The American Impressionists Society on‐
line show. Oasis also took honorable
mention in the OPA National. His paint‐
ing “Surfin safari” won the UCI Institute
Museum of California Art Award from
the Laguna Virtual paint out. “The
Ranch” won an award of excellence at this
years Best of America NOAPS Exhibi‐
tion.

Cathy Ferrell, ASMA, was surprised,

Events of Interest
Society News

grateful and thankful that her work, Great
Blue Heron, received The Elliot Liskin
Memorial Award for Academic or Realis‐
tic Sculpture in the Audubon Artists An‐
nual Exhibition! An earlier version of the
heron is in the collection of Brookgreen
Garden, Pawley’s Island, SC.

Member Jonathan Frank shared his
painting “The Defining Moment,” which
marked not just Oracle team USA’s suc‐
cess in the 34th America’s Cup in 2013,
but also a meaningful moment with his
son. Instead of waiting at the airport in
San Francisco for a red eye back to Hous‐
ton, Frank convinced his (then dis‐
affected) fifteen year old son to head
down to see the epic race in the harbor. It
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was not just a defining moment for
Oracle team USA, but for father and
son, who were able to bond over their
witnessing the thrilling race.

Scott Hamill, a new member,
writes that during these difficult times
he is “thankful for finding my passion
for painting the sea and living so close
to so many inspiring locations near my
home on the Monterey Bay.”

Member Barbara Janisch is “Very
thankful for being a featured artist in
the Minneapolis Institute of Art virtual
Exhibition, Foot In The Door V. You
can view her work, "The Dock" by fol‐
lowing the link: https://collection‐
s.artsmia.org/exhibitions/2760/foot-
in-the-door/art/198 #FootInTheDoor
@artsmia

Member Diane Larson partici‐
pated in “The Great Paint In,” and was
interviewed by the organizers: Where
are you painting from and what have you
been doing to keep busy?

I’m a full time artist painting from
my home studio in Raleigh, North
Carolina, so keeping busy has never
been difficult for me. Usually I’m in
my studio by 9AM after a nice walk
and I stay there painting until four ev‐
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OPPOSITE ABOVE: Bill Farnsworth,The
Ranch, oil, 20 x 30
OPPOSITE BELOW:Mike Mazer, ASMA, Fatty
Knees, watercolor, 16 x 20
ABOVE:Belvin Evans,Wesley’s Ride, acrylic,
16 x 20
RIGHT: Jonathan Frank,The Defining
Moment, oil, 9 x 12

ery day (and by every day I mean seven
days a week). I didn’t think isolation
would be hard at first, but after several
months, I’m finding it has become much
more difficult to be so isolated.

How did you find inspiration from your
surroundings for it?

The inspiration for my piece in the
collection didn’t come frommy surround‐
ings. It came from my longing to be near
the ocean. I had just returned home from
the American Society of Marine Artists
conference in Williamsburg, Virginia the
first week in March and I went straight
into lockdown mode. The trip I had
planned to the beach later that month
had to be canceled. Most of my work is
based on my 40+ years sailing in the Pa‐
cific, the Atlantic and the Caribbean. The
ocean is where I find comfort and inspira‐
tion. “Let’s Dance” was my way of dealing
with confinement.

What is one positive that has come from
this experience for you?

I guess it would be just having more
time to explore some new ideas and rear‐
range my studio/gallery.

MikeMazer, ASMA, recently had an
invitational exhibition with 29 of his mar‐
itime watercolors and oils at the Marion
Art Center in Marion, MA from October
2 - November 7, 2020."

Phyllis Semler, widow of Bob Sem‐
ler, who produced this publication for
twenty-five years, “wishes everyone a hap‐
pier New Year!”

Member Sharon Way-Howard’s wa‐
tercolor, "Pelican Pose", received the Pres‐
ident's Award in Watercolor at the 92nd
American Artists Professional League
Grand National. The show is online thru
the end of Dec.

William Rogers, ASMA, tells us his
oil painting "Moire in Yellow," was on
display (with a red dot) at the NOAPS
"Best of America" Exhibition at Cutter
and Cutter Fine Art in St Augustine FL.

His oil, "A Little Bit Shy" was given
an Award of Excellence from the Oil
Painters of America Eastern Regional Ex‐
hibition which was on display from No‐
vember 20th to December 19th at Rein‐
ert Fine Art in Charleston SC.
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RENEW YOUR MEMBERSHIP NOW

Your membership renewal is the
lifeblood of the Society. Renew now
to keep your membership current
through 2021. Membership fees are
payable by January 1st.

Signature Members who allow
their memberships to lapse will be re‐
quired to resubmit a new portfolio of
works for review.

On the website, log into your pro‐
file and click “renew.” If you’d like a
paper form to mail in with your re‐
newal check, one can be found on the

Annual Membership Fees - 2021

Fellow $125.00

Signature Member* $100.00

Sustaining Signature Member $65.00

Regular Member $65.00

Student Member $15.00

New Members

Maya Barton
North Carolina

Michaelann Bellerjeau
Florida

Martin Figlinski
Florida

Scott Hamill
California

Windsor Jacques
North Carolina

Eleanor Miller
New Zealand

Barbara Nuss
Maryland

Sioban Scanlon
California

Julian Tablada
Georgia

William Tucker
Virginia

website at: https://americansocietyof‐
marineartists.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

The Krasl Art Center, located in Saint
Joseph, Michigan, will host the 2021 ASMA
North Regional Juried Show.

The exhibit will be open to the public
from October 8, 2021 to November 28, 2021.

The exhibit will accommodate two and
three-dimensional artwork. An artist reception
will be held on Friday, October 8, 2021.

The Krasl will host a reception, free to
ASMA members as well as ASMA exhibiting
artists and guests. (Details to be announced.)
The exhibition will open to the public on Sat‐
urday, October 9, 2021

Only gallery or museum quality original
artwork, made in the last 5 years, will be eligi‐
ble. Two dimensional work including oils, wa‐
tercolors, acrylics, pastels, drawings, graphics
(etchings, engravings, serigraphy, and collages)
must be framed. Sculpture and scrimshaw can
also be entered. Submitting artwork for
ASMA jurying is an affirmation that artwork
is original, doesn’t infringe on any copyright,
and that the digital image you send for your
entry is an accurate representation of your art‐
work. Do not enter cell phone images. Your
work may be used for promotional purposes.

Digital copies of up to 3 works may be
submitted for entry online through www.sub‐
mittable.com between June 11, 2021 and Au‐
gust 5, 2021. Images must be submitted as
300 dpi JPEG images with the longest dimen‐
sion at 8” maximum. Please include all infor‐
mation requested in the online submission
process, which will include: artist name, title,

medium, size of work (size including the
frame), and the value. You will be asked for a
brief description of the work; no more than 75
words. Please include a 150 word biography,
which may be used for publicity purposes.

Fees: one entry for $35 and two entries
for $45. All ASMA members in good standing
may submit.

Notification of acceptance in the show
will be emailed within 2 weeks after the sub‐
mission deadline of August 5, 2021. Upon
notification of acceptance, your work is com‐
mitted. Judging for the show will be done by
an ASMA jury committee, consisting of three
ASMA Fellows. Acceptance emails will be
sent on or before August 16, 2021.

ASMA is a non-profit organization, and
no artwork may be sold during the time pe‐
riod the work is on display at the host venue.

All artwork will be insured by the Krasl
Art Center while in their possession.

An artist reception will be held Friday,
October 8, 2021 from 5:00 to 8:00 pm at the
Krasl Art Center. (Further details to be an‐
nounced.)

Hand delivered paintings must be picked
up after the exhibit closes no later December
7, 2021 at the Krasl Art Center. Artwork
shipped to the venue will be shipped back to
the artist using the prepaid return shipping la‐
bel you supplied with your artwork.

For full prospectus, please visit us online
at www.americansocietyofmarineartists.com/
Events-and-Conferences

2021 ASMA North Regional Juried Exhibition
At the Krasl Art Center in Saint Joseph, Michigan



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 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



Eugene-Louis Boudin (1824 - 1898)
“Women on the Beach at Berck,” 1881.
Oil on canvas, 9 3/4 x 14 1/4 inches.

National Gallery of Art


