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Each featured artist in this issue of Pastelagram has been the recipient of a Dianne B. Bernhard
Art Spirit Foundation award for exceptional pastel painting. PSA First Vice President Dianne
B. Bernhard’s career and the trajectory of her art were transformed by a chance encounter

with a pastel painting by Herman Margulies (PSA-MP, HFH). Dianne tells the story of how her first
viewing of a painting by Margulies in the 1980s lead her to switch from oil painting to pastel
painting with the master. Over the course of their friendship with the artist, Dianne and her late hus-
band Van Bernhard, amassed a collection of more than 400 Margulies pastel works out of a pas-
sion for his singular style and out of a desire, through patronage, to free the artist of financial anxiety. 

Dianne’s passion for pastel and her empathy for pastel artists inspired her to found the Art Spirit
Foundation as a vehicle for recognizing exceptional pastel painting by living artists. Since 2000,
the Art Spirit Foundation has bestowed awards for exceptional pastel painting on 221 artists in na-
tional pastel exhibitions sponsored by 10 organizations. Of those recipients, 36 artists exhibiting

in the PSA Annual Exhibition: Enduring Brilliance! have
been recipients of one of the two Art Spirit Foundation
awards, the Gold Award and the Herman Margulies
Award for Excellence.

The editors asked seven Art Spirit Foundation
award winners to talk about their work and what in-
spires them. Theresa Emmet Allison PSA (Gold Medal
Award, 2011), using fairy tales as a muse, recasts the
inanimate objects of still lifes into roles of transforma-
tion and hope. Childhood sketching trips to the Bronx
Zoo and an introduction to the work of Rembrandt at
the Metropolitan Museum paved the way for Bob Zier-
ing’s (Herman Margulies Award for Excellence,
2015) concentration on the figure to depict something
“beyond the obvious and beneath the skin.” PBS tele-
vision cultural personality Sister Wendy introduced the
wonders of art to Otto Stürcke (Gold Medal Award,
2012) who takes inspiration from Mexican culture to

intertwine and befriend life and death with chiaroscuro.
After a move to Philadelphia exposed her to the Philadel-

phia Art Museum of Art and the Pennsylvania Academy of
Fine Arts, Wisconsin native Teresa DeSeve (Herman Mar-
gulies Award for Excellence, 2014) discovered a love of the

human figure as a personal subject, as well as discovering other artists who explored the meaning
of being human through the figure. Brian Bailey (Gold Medal Award, 2015) captures inspiration
in the middle of the night when he wakes with thoughts or images in his mind and quickly sketches
or takes notes on his phone or tablet. In the 1970’s legendary teacher Robert Brackman introduced
Gigi Liverant (Gold Medal Award, 2000) to pastels. While the artist continues to revisit the texts
Hawthorne on Painting and The Art Spirit to recharge her batteries, it was the observance of children
painting that lead to a major breakthrough in her personal style. Embracing a Dadaist sense of
chance and Degas’s method of radical cropping in her mature work, Diane Rosen (Gold Medal
Award, 2014) discovered pastel and a back-and-forth between composition/line and form/color
while studying with Daniel Greene.

It is Daniel Greene PSA-MP, HFH (Gold Medal Award, 1988; Herman Margulies Award for
Excellence, 2011, 2005) who is the final word on inspiration in this issue. Contributor Robert
Carsten PSA-MP offers his review of the newly released book Daniel E. Greene, Studios and Sub-
ways, An American Master/His Life and Art by Daniel E. Greene and Maureen Bloomfield.

Just as Dianne was inspired to give back to artists through patronage, the 2018 PSA Hall of
Fame Honoree Diana DeSantis PSA-MP continues to give through teaching and inspiration to
students of the PSA School for Pastels. An early member of PSA, she has had more than 10 solo
exhibitions and received more than 200 awards. Likewise, 2018 Friend of Pastel Claire Paisner
PSA generously gave her time and skills to PSA serving as editor of Pastelagram and as a governor
of the board for 10 years. A generous and enthusiastic supporter of PSA, CEO of Savoir-Faire,
Pierre Guidetti is also named 2018 Friend of Pastel and now serves on PSA’s Advisory Board.

“...to enrich lives
through art.”
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DIANA DESANTIS PSA-MP

and 1998, and in Pastel Impressions
(1997). Her landscape paintings have trav-
eled to the Hermitage in St. Petersburg, Rus-
sia; Normandy, France; and Italy. A lover of
plein air painting, her landscapes are in
many private collections. 

A graduate of Parsons School of Design,
DeSantis also attended Traphagen School of
Design and the Art Students League of New
York. She is currently affiliated with the
Francesca Fine Art Gallery & Portraits North

and the Behr-Thyssen Gallery in New York. She is an official
Coast Guard Artist. DeSantis has had 10 solo shows and
has received 15 gold medals and more than 200 awards.
Her name is listed in Who’s Who in American Art.

Diana DeSantis has been a dearly loved and
sought-after instructor of still life, landscape,
and portraiture in the PSA School for Pastels
since 2011. Her students have always found
her to be a generous teacher and guide to
the medium and have a habit of retaking her
classes because of her consummate painting
skill, as well as her careful attention to their
artistic growth. 

DeSantis has received recognition in na-
tional and international publications, both as
an award winner and as an author. She has appeared in,
among others, Pastel Journal, American Artist Magazine,
The Artist’s Magazine, and Pastel Artist International. Her
paintings have also been featured in Best of Pastel (1986)

HALL OF FAME HONOREE 2018
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Page 4
Italian Sheep, pastel, 20" x 24"
This page
Tom, pastel, 30" x 32"
Rene 2, pastel, 30" x 32"
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Claire Paisner uses
her considerable
artistic skills as a

pastelist to portray her vi-
brant city of New York
with vivid color, impres-
sionist strokes, and the
stop-motion of walking fig-
ures going about their city
chores. As an active Pastel
Society of America board
member from 2001 to
2011, Paisner edited the
organization’s magazine Pastelagram, sometimes to the tune
of twice a year! She was also responsible for the PSA Annual
Exhibition catalog. Before devoting herself to pastels, Paisner
was successful as a journalist and a public relations executive.
Born in Boston, she is a graduate of Cornell University and has
a Master’s Degree from Harvard University. Her pastels appear
in the books Best of Pastel 2 (1998) and Art of Pastel in France
(2005). She is listed in Who’s Who in American Art (2008)
and is represented by J. Lippmann Fine Arts of Irvington-on-Hud-
son, New York.

FRIEND OF PASTEL HONOREES 2018

CLAIRE V. PAISNER PSA PIERRE-YANN GUIDETTI

Pierre-Yann Guidetti met
Flora Giffuni in the
summer of 1981. He

was then an envoy of the
Sennelier family. Those
years ago they made a
commitment to each other
to promote pastels in Amer-
ica. Since that day, support-
ing the pastel medium, and
the Pastel Society of Amer-
ica, has been extremely im-
portant to him.

Guidetti has been a constant and generous supporter of
PSA. As co-founder and CEO of Savoir-Faire, he has remained
fascinated by the charm and attraction of importing creative ma-
terials and with the opportunity of bringing the traditions of the
Old World to the New. He has traveled the United States, inter-
preting artists’ needs and aspirations by sourcing and importing the
world’s finest creative materials. His generosity to PSA has shown
itself in his loyal attendance at the PSA Materials Fair and most re-
cently in his sponsorship of PSA’s 45th Annual Exhibition catalog.  

Founded in 1972 by Flora B. Giffuni, the Pastel Society of America (PSA), the oldest pastel society in America, is largely responsible

for the current renaissance of pastels in American art. The society's annual exhibition at the National Arts Club in New York City is the

premier event for pastel artists worldwide. PSA encourages artistic advancement through the prestigious awards distributed during its

annual to pastelists showing technical acumen and creative use of pastel techniques. Members winning three cumulative awards are

named PSA Master Pastelists. Each year one outstanding artist is elected into PSA's Hall of Fame.

PSA MISSION

The Pastel Society of America serves the pastel artist, her/his public, and the artistic community through education, example, and

activism for the medium.

PSA STATEMENT OF PURPOSE

The Pastel Society of America (PSA) is a 501(c)3 non-profit, educational organization that sets standards of professional excellence

in studio practice and educates the public regarding the permanence and beauty of the pastel medium. PSA accomplishes its goals

through certification, workshops, classes, demonstrations, and exhibitions, as well as distributing information through its website,

publications, and e-communications.

Pastel
Society of
america

An Association of Juried Professional Artists Working in the Soft Pastel Medium
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FORTY-SIXTH ANNUAL EXHIBITION

September 4 - September 29, 2018

Hall of Fame Honoree 2018
Diana DeSantis PSA-MP

Friend of Pastel Honorees 2018 
Claire V. Paisner PSA
Pierre-Yann Guidetti

WORKSHOP
September 24-26

The Prosaic Landscape Made Poetic
with Richard McKinley PSA-MP, HFH

Friday, September 21
GALLERY TOUR & RECEPTION   6 pm

Commentator: Richard McKinley PSA-MP, HFH 
Open to the public - free of charge

Saturday, September 22
MATERIALS FAIR 10 am - 4 pm
Portfolio Review 11 am - 1 pm

Sunday, September 23
AWARDS CEREMONY    4 pm
ANNUAL DINNER      6:30 pm 
Dinner reservations required in advance 
with payment by September 10 - $110

(212) 533-6931 or email psaoffice@pastelsocietyofamerica.org

Saturday, September 29
WEEKEND DEMONSTRATION

Susan M. Story PSA-MP    1-1:30 pm

September 17-30
PSA SCHOOL STUDENT EXHIBITION

EXHIBITION VIEWING HOURS
Mon, Wed, Thur, Fri, 10 am - 12 pm and 2 - 5 pm,
Tues, 3 - 5 pm, Saturday and Sunday 10 am - 5 pm

The National Arts Club 
15 Gramercy Park South, New York, NY

Gallery visits are subject to change on a daily basis. 
Please call (212) 475 - 3424 in advance for viewing availability.

- Catalog of exhibition available -

Enduring 
Brilliance!

Pastel
Society of
america

ANNUAL EXHIBITION SCHEDULE

DICK BLICK
1/2 V
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W
hen I first saw Herman Margulies’s pastel paint-
ings in a juried show in Connecticut in the mid
’80s, I almost fainted. I knew in an instant that I
had to find this painter and beg him to take me
on as a student. At the time, I was painting flow-

ers and some Texas landscapes in oil. I didn’t care if he didn’t paint
flowers, nor that he didn’t use oil. I just knew that I could watch him and
learn his strokes of grasses, leaves, and trees and turn them into flowers,
stems, foliage, and roots. I had painted since my teens, and for 10
years before I met Herman, I traveled and taught Paint-A-Long work-
shops throughout the country. My home base was Houston, until moving
to Connecticut in 1982.

Quickly after starting to paint with Herman, I experienced growth in
the various aspects of my craft. I watched him paint landscapes with
pastels while I painted flowers with oil. I was so enthralled with his
process that I changed my medium of oil to soft pastels and began to
focus more on landscapes. I felt Herman’s landscapes were magical
and his teaching methods infectious. He exuded self-worth and impor-
tance and by extension, he taught me the same. I grew in confidence in
myself and in the pastel medium. My style changed quickly and be-
came more impressionistic. 

The defining historical event in Herman Margulies’s life was the
Holocaust. He survived the concentration camps by drawing portraits of
German officers, who gave him extra bread as reward. After that, each
time he signed a painting, he finished his signature with a wide flourish
and said, “No one can ever erase my name from my paintings.” 

Herman woke up every day and went to his easel. He believed that
artistic development can only be achieved through experience. He was
a professional artist and painting was his day job. Our work ethics fit
well together, and I liked the busy involvement more with each lesson.

by Dianne B. Bernhard

Vice president of the Pastel Society of America and Signature
member Dianne B. Bernhard has been a continuing source
of support, both practically and spiritually, to PSA. Her gen-
erosity over the years in terms of monetary donations and
awards given through her Art Spirit Foundation to our En-
during Brilliance! artists has been inspirational to our soci-
ety and particularly to the artists who have been the
recipients of her largesse. In line with Pastelagram’s explo-
ration into inspirations that have motivated some of the

artists who have won awards donated by her foundation, we wanted to find out about Di-
anne’s own inspiration—her singular and special relationship with Herman Margulies—
and her impressive collection of the late pastelist’s works. 

LIVING THE 
ART SPIRIT
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Ten Chrysanthemums, pastel, by Dianne B. Bernhard, 32" x 40"
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Herman’s style was autobiographical. He wanted to record his sur-
roundings in his paintings, imbuing them with emotions of his past and
present. He took photos wherever he went, with his Leica camera. Dri-
ving down Litchfield County roads with him was always exciting. All of
a sudden the car’s brakes were screeching, Herman had jumped out of
the car with his camera, and he was recording what he saw but so
many overlook in the landscape. It made me a better observer. He
taught me how to see, how to look for things most people do not see,
and how to integrate it all into my artistic expressions.

He rose to the challenges of teaching. Many times he told me not to
waste time on a particular subject, but to focus on the whole canvas.
He advised that I teach my own students more about the artistic process
itself. His large personality had a directness that left no space for misin-
terpretation. I wanted to assimilate his technique, his skill, his magic to
express more than just the subject, and he was generous in the time he
took to convey all of this. 

Early in my own career, I decided to teach instead of show in gal-
leries. I scheduled workshops for 14 days of the month and painted
new work the rest of the time. I had to work to pay my bills. Galleries
involved framing and shipping costs, while teaching required only that I
show up with my brushes and paints. I wanted my students to see some-
thing more than just the tree we were painting; I wanted them to feel
something that made it more complete; I wanted them to feel the mys-
tery of the subject. Herman helped me to help them.

Herman Margulies became part of my extended family. Not only
did he mentor my artistic development; he also taught me about life, re-
lationships, and the world. He became the grandfather of our family
and shared with us his warmth, passion for art, friendship, and wisdom.
He shared holidays with us and traveled with us. 

I studied almost 20 years with Herman. My paintings always start
with emotion. I feel that if you can’t see the soul in a painting, then it
probably doesn’t have one. I saw Herman paint with such passion for
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the subject and medium, I could see it in his
strokes. His life was his work. He painted
only subjects that moved him. Old barns
about to collapse reminded him of the old
churches his family hid in while on the run
during the war. They were the cathedrals
that saved his life. And when the sun shone
brightly on the barns, he saw liberation in
them. Winter’s trees reminded of what was
stripped from him during the war, including
his family. Apple trees in the spring were to
him a fresh life, a new beginning.

I started collecting Herman’s work after I
started the Art Spirit Foundation, the purpose
of which is to support emerging artists and
encourage their creativity. This has been a

“I STARTED COLLECTING HERMAN’S WORK

AFTER I STARTED THE ART SPIRIT 

FOUNDATION, THE PURPOSE OF WHICH 

IS TO SUPPORT EMERGING ARTISTS 

AND ENCOURAGE THEIR CREATIVITY.”

— DIANNE B. BERNHARD
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ust before the events
of 9/11 etched
themselves into the
memory of the coun-
try–and the world–
we had been in the

process of mounting Her-
man Margulies’s first mu-
seum retrospective,
scheduled to open Sep-
tember 15 at the Butler
Institute of American Art,
in Youngstown, Ohio.
Seventy-two paintings
had been transported to
the venue. In the after-
math of the tragedy, all
flights and public trans-
portation were can-
celled. Dr Louis Zona,
the museum director,
along with Herman and
me, decided to open the
exhibition as planned,
as we knew that art has
the capacity to heal and

give solace. Herman’s
paintings carried the
story of disaster and
hope–but hope was in
the foreground. So my
husband Van, Herman,
and I engaged a car
and driver and em-
barked on an all-night
journey to attend the
opening at the Butler. It
turned out to be a splen-
did success; some works
were sold; and Herman
gave a master class, al-
though he was not well.
His eyesight was failing
and he could not see his
colors properly. But as
he painted, I handed
him his preferred colors,
the sticks I saw him use
so very many times. This
exhibition became the
first all pastel one-man
show at the museum and

brought a new aware-
ness of the medium.
Subsequently, the mu-
seum dedicated a wing
to the pastel medium
with the support of Her-
man’s and my long-time
friend, Flora Giffuni,
founder of the Pastel So-
ciety of America.

Herman had been
devastated by the events
of 9/11. He went into
his studio and feverishly
painted, producing a se-
ries of 9/11 paintings
that expressed both the
sadness and the hope of
healing for all who suf-
fered. The Art Spirit
Foundation acknowl-
edged these paintings
in an exhibition and
black-tie event at its
gallery. It was a very
moving moment.

J
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passion in my life. I want to help artists be
recognized and paid during their lifetimes!
Herman and I agreed that instead of a
stipend for his tutorials, I would buy his work.
I bought all the works he had in his posses-
sion and those he would paint for the rest of
his life. For this, I gave him a yearly remuner-
ation, and thus my collecting began. This is
not as unusual as it sounds. Ambroise Vollard
bough 250 canvases from Paul Cezanne–
so it was a known practice. Herman pro-
duced only work of the highest quality and
thus he lived his professional life with dignity.
From 1996 to 2004, the year of his death, I
amassed a major collection his American Im-
pressionist pastel works. Today, these paint-
ings cover the walls of my apartment in New
York City, my home in Connecticut, and in
the Art Spirit Foundation Gallery. I rotate the
collection from time to time to emphasize the
four seasons of the year. To me they are life. 

My late husband Van also loved Her-
man’s work and enthusiastically encouraged
my support of his work. In fact, he started
painting in pastels also and used to joke, “I
was a patron who became an artist.” The
two became fast friends.

Because his art is a universal source of
inspiration, I will endeavor to share his

Winter Impressions No. 59, pastel, 20" x 28"

Seascape No. 41, 20" x 28"

legacy with the world. This may take the form
of touring exhibitions, museum donations,
teaching aids, art publications, or perhaps I
shall transfer some to other permanent collec-
tions. Herman loved being a painter. His
dedication to creating his art inspired my
own achievements in painting and in the
many opportunities I encountered in the art
world. And pastel has forever gained my
love and support.

This article was written with the help and guidance of the next
generation of the Art Spirit Foundation, Dianne’s daughter Angela
B. Thomas. www.artspiritfoundation.org

Since 2000, Dianne B. Bernhard’s Art Spirit Foundation
has generously provided monetary awards to outstanding
fine artists who have exhibited in the PSA Annual Exhibi-
tion. The following are the recipients who have benefitted
over the years.

2000   Art Spirit Gold Medal  Gigi Horr Liverant   
2000   Herman Margulies 
          Award for Excellence   Dean Kube  
2001   Art Spirit Gold Medal  Peter Seltzer      
2001   Herman Margulies 
          Award for Excellence   Ed Dyer   
2002   Art Spirit Gold Medal  Peter Seltzer   
2002   Herman Margulies 
          Award for Excellence   Sam Goodsell  
2003   Art Spirit Gold Medal  Brian Cobble   
2003   Herman Margulies 
          Award for Excellence   Dianna Ponting 
2004   Art Spirit Gold Medal  Garrett Middaugh 
2004   Herman Margulies 
          Award for Excellence   Brian Cobble
2005   Art Spirit Gold Medal   Paula Gach 
2005   Herman Margulies 
          Award for Excellence    Daniel E. Greene 
2006   Art Spirit Gold Medal    Gabriela Gonzalez Dellosso  
2006   Herman Margulies 
          Award for Excellence    Brian Cobble
2007   Art Spirit Gold Medal    Tim Gaydos  
2007   Herman Margulies 
          Award for Excellence   Sam Goodsell  
2008   Art Spirit Gold Medal  Abel Márquez  
2008   Herman Margulies 
          Award for Excellence    Ken Landon Buck  
2009   Art Spirit Gold Medal    Jimmy Wright   
2009   Herman Margulies 
          Award for Excellence   Margaret Farrell Bruno   
2010   Art Spirit Gold Medal   Duane Wakeham   
2010   Herman Margulies 
          Award for Excellence   Anne McGrory   
2011   Art Spirit Gold Medal   Theresa Emmett Allison   
2011   Herman Margulies 
          Award for Excellence   Daniel E. Greene
2012   Art Spirit Gold Medal   Otto St�rcke  
2012   Herman Margulies 
          Award for Excellence   Karen Suponski  
2013   Art Spirit Gold Medal   Patricia Tribastone  
2013   Herman Margulies 
          Award for Excellence   Claudia Bicen  
2014   Art Spirit Gold Medal   Diane Rosen  
2014   Herman Margulies 
          Award for Excellence   Teresa DeSeve 
2015   Art Spirit Gold Medal   Brain Bailey 
2015   Herman Margulies 
          Award for Excellence   Bob Ziering  
2016   Art Spirit Gold Medal  Helen Kleczynski   
2016   Herman Margulies 
          Award for Excellence   Debora L. Stewart   
2017   Art Spirit Gold Medal   Brian Bailey 
2017   Herman Margulies 
          Award for Excellence   Susan M. Story   



limitless vocabulary of marks and
strokes. What a wonderful teacher he
has been. And Turner, another incred-
ible “marker” whose colors create
light–pastiches of yellows, reds, and

blues, which are almost blinding. Sargent,
who made it look so easy with just a stroke
here and a daub there. Bellows’s deliber-
ate swishes. Bacon’s thrusts and scrubs are
as deep as one could get into his psyche-
delic communion with his subjects. These
connections are almost beyond explana-
tion. If one hangs around such genius long
enough, maybe some rubs off.

My drawing skills provided me with a
long career as an illustrator for ad agen-
cies, publishers, NBC, CBS, The New
York Times, Paul Taylor Dance Co., The

Ask a bunch of artists the question and you get a bunch
of answers—every one different—ranging from intellec-
tual constructs to gut-level need. Pastelagram asked seven
PSA artist recipients of Dianne B. Bernhard’s Art Spirit Foun-
dation awards given for outstanding work at past Pastel So-
ciety of America annual exhibitions. And sure enough, no
two were the same. Inspiration is, after all, ephemeral; it is
deeply personal and possibly symbolic; it can change over
time; it could be a sudden moment of honesty and truth or
a flash of self-awareness. Our artists explained their indi-
vidual sources of inspiration and gave us a deep glance into
the workings of their own practices.

Bob Ziering (recipient of the Art Spirit Foundation Herman
Margulies Award for Excellence donated by Dianne B.
Bernhard, 2015)

When I was a child of five or six I fell
in love with a hippopotamus named Peter
the Great at the Bronx Zoo. I visited him
often with my mom, my drawing pad, pen-
cils, and pen. I studied his face and ab-
sorbed his gaze. Some of my earliest
portraits were of this magnificent friend. I
like to think that he recognized me and
after a while took just the right poses for my
benefit. You might say that Peter the Great
was my first inspiration.

Fast forward to college at New York
University. I studied with Hale Woodruff
and William Baziotes, both painters–one
figurative, one an abstractionist. Both shared
their world of painting with me, each
with his own perspective. They helped
me in the development of composition
and the dynamics therein. Both realized my
drawing strengths and encouraged me to in-
corporate that into my work. Oils were the
primary medium in those classes. I left their
classes with their encouragement to pursue
my commitment to drawing.

Beyond school, and for a long time
after, my pens, pencils, and charcoal sticks
were my tools and I explored their possibili-
ties with voracity. Even though I was draw-
ing and using line to depict my subjects
and to plumb my aesthetic senses, it was
painters primarily who reached into me so
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Kiefer, pastel, 44" x 36"

POWERof
BOB ZIERING

DRAFTSMANSHIP

deeply and enriched my soul. Well, that’s
not quite accurate. My greatest inspirations
were draughtsmen as much as painters:
Michelangelo, Da Vinci, Rembrandt,
Degas. With Caravaggio, all my sensors
were alerted. As a painter, Rembrandt was
an expressionist 350 years before the
movement and he really sucked me into the

Inspiration
Answer: Shapes and relationships; fairy tales and toys; Sister Wendy; light and shadow; hard vs soft; chaos theory; a hippopotamus named Peter the Great.

Question: What do you consider your major artistic inspirations/motivators.



Met, National Geographic, and so on. It
was all good…but not enough. I needed
color!

Fortuitously, in mid career, a dear
friend who knew of my frustration gifted me
with a large set of pastels. It was a
WOW, mind-blowing happening. Pastels
opened me up to a different language. I
didn’t abandon line, but now it was incor-
porated with broad, expansive marks,
swaths, overlays, and swirls of color in
countless combinations. Dabs and rubs and
smears–even the accidents counted. It
was a trip. It’s still a trip!

My project Twilight of the Gorilla, a
30-year odyssey, provided me with the per-
fect subject for me to really test my pastels. I
wanted to express fear, strength, anguish,
serenity, anger, dignity, life and death, as
well as my own love and respect for them,
in an effort to show how this unique species
is endangered. My pastels, with their possi-
bilities for expression in line, color, shape,
and form propelled me to compose well
over 50 pieces in the series. It could never
have happened without my pastels. This se-
ries was exhibited at the Butler Institute of
American Art in 2017.

A current series, The Gym, My Models,
and Me, is an exploration of my friends and
acquaintances at the JCC (Jewish Commu-
nity Center). Paintings include figures and
portraits in motion and repose. I work from
life and with references from photos I took at
the gym and in my studio. This time, with
people rather than gorillas, I could direct my
models’ poses, gestures, turns, and twists. I
encouraged emotions and my models re-
sponded to my requests. Being a gay man,
my concentration on the male figure is prob-
ably correlated. Certainly, “man” has an
essence for me and I identify strongly with it.
The physical form, the persona, sensuality,
sexuality, and hopefully humanity, all feed
my aesthetic appetite and my need to de-
pict, to picture, and to capture something
about my subject–beyond the obvious and
beneath the skin.

Some years ago, I undertook my Forty
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Years of a Face project, an exploration of
Rembrandt’s self portraits rendered from his
youth to his last year. I was hypnotized by
his unflinchingly honest portrayals and by his
technique of abstract markings, dots, dashes,
layers, and impasto. I was drawing and
painting in pastel–portraying his face, as it
matured, aged, became ravaged, depicting
a multitude of expressions and moods–like
an apprentice in the master’s studio, as was
the fashion in the 17th century.

And then…one day at the Met, I came
across a painting of a very different face.
“Vas machs du?” (“What are you doing?”)
the character asked. I drew closer wanting
to hear more and then I recognized the
wizened face and penetrating eyes of a
man from my old neighborhood in Borough
Hall, Brooklyn, one of the many Jewish men
who peopled my youth in the 1930s, ’40s,
and ’50s. But this Rembrandt painting was
350 years old! He became one of the

Trainer, (The Gym Series), pastel, 44" x 30"

masterpieces I revisited many times. The pro-
ject became much bigger–Bob Ziering,
Rembrandt, and the Jews of Joden-
breestraat–and my apprenticeship more
extended. (Note: Rembrandt lived on the Jo-
denbreestraat, or Jewish Broad Street, in
central Amsterdam, and he often engaged
his Jewish neighbors as models.)

So, my inspirations have been varied
and diverse, but the constant has been the
pastel medium. My drawing before my intro-
duction to pastel limited me to a monochro-
matic field of expression. With pastel, I have
the advantage of both worlds. They are one.

A native New Yorker, Ziering studied art at the High School of
Music and Art and completed his bachelor’s degree at New York
University. Ziering is a founding member of the Graphic Artist’s
Guild. He has taught drawing and illustration in New York at the
School of Visual Arts, the Fashion Institute of Technology, and
Pratt Institute, and worked as a volunteer artist in the forensic
anthropology department at the American Museum of Natural
History. 



Late in the Day, pastel, 20" x 20"
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PORTRAIT
PSYCHOLOGICALThe

Teresa DeSeve (recipient of the Art Spirit Foundation Her-
man Margulies Award for Excellence donated by Dianne B.
Bernhard, 2014)

Inspiration and motivation are the best
of friends. How often a great painting has
inspired me and then motivated me to seek
my own expression. I love the elements,
how the image was chosen, how it was
composed. I wonder how the artist ordered
the colors to find “the shape of content,” as
Ben Shahn would say. I’ve learned more
from the school of looking and studying
paintings than I ever did in formal art educa-
tion. And I’ve learned that I am inspired by
light, what it reveals and takes away, how
it informs, and how it also suggests and
mystifies. I’m drawn to artists whose work is
light struck. At times, I’ve been interested in
one art element more than another. Re-
cently, I’ve been thinking about the space
around my figures. I revisited the work of
Harvey Dinnerstein and Alice Neel, admir-
ing their use of flat space in which their fig-
ures somehow become more vital. I began
using lighter, flat-
ter backgrounds
too, juxtaposing
modeled areas
with flat space,
something I also
observed in
Degas and Cas-
satt. This has
even led me to
try collage back-
ground space.

As a young
woman growing
up in Wisconsin,
I was not ex-
posed to muse-
ums and
galleries. After a

family move to Philadelphia, my eyes were
opened to a world I’d only seen in heavy
books. The treasures of the Philadelphia Art
Museum of Art and the Pennsylvania Acad-
emy of Fine Arts (PAFA) were all mine! I
quickly came to love the human figure as
subject, as well as the artists who explored
the meaning of being human through the fig-
ure. Among the early and lasting influences
on my work are the paintings of Sargent,
Degas, Schiele, Neel, Shahn, and Kollowitz.

My interest is the
psychological aspects of
the figure–placement
might indicate vulnerabil-
ity, for example. If I
paint two people, will
they look at us, away
from each other, or at
each other? What do
they tell us by a glance,
tilt of the head, slump of
the shoulders? Alice
Neel has a lot to teach
us regarding the psy-
chology of the figure. 

I often use a camera
as a tool to catch scenes
I would otherwise have

to remember. The trick in

using one is not to paint as if you too are a
camera. The tool encourages me to play
with composition, zooming and blurring for
effect. I also use old photos, reinterpreting
their context. But I also make sketches from
life, especially of light and value changes.
Mostly I look at the model.

Sometimes motivation precedes inspira-
tion. Dark times come to us all, personally
and collectively. My religious faith compels
me to use the gifts I have been given; other-
wise I fail those in my life who need them. I
am in love with the religious work of Henry
Tanner. I admire him as an artist and as a
person. He also graduated from PAFA,
where I studied. His work inspired me to
create a body of religious work of my own.
I had an opportunity to show them in a local
gallery two years ago. The opening was
packed! I still wrestle with whether these im-
ages should come totally from within, as in
Nolde, or from the model, as in Tanner,
Rembrandt, and the masters. But as Tanner
observed: The religious painting must first be
a good painting.

I paint around my teaching schedule,
which means days off or during the summer.
Teaching too inspires. How much I learn
from my students who are by and large just
beginning or continuing their art lives. WeThe Blue Sweater, pastel, 40" x 40"

TERESA DESEVE
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work from the model and from photo refer-
ences. I encourage them not to get caught
up in prizes and sales of work. Sure, sales
are affirmations–someone couldn’t walk
away from my painting; someone loves it.
But even if I were unsuccessful in monetary
terms, my painting life would not cease.

If I don’t paint for a while, I become un-
happy, losing my momentum. So to over-
come those feelings, I give myself
permission to paint some works that are not

serious, but just joyful expressions of color.
Maybe blocky figures on a beach, or
something I never paint–a cat!

Pastel itself is motivating. I had tried it
in college and ultimately went back to oil.
Twenty-five years later, I found pastel to
be an immediate medium–or a slow
medium if I wished. Pastel made it possi-
ble for me to achieve value intensity miss-
ing in my earlier work. One stroke led to
another–and here I am.

I find my motivation and inspiration in
my search–to say a thing so well that you
will “hear” what I have painted.

Teresa DeSeve lives in Pennsylvania, where she teaches pas-
tel painting. She attended Philadelphia's PAFA, and earned a
BFA from Rosemont College. Trained in classical realism, she
evolved to a more expressive realism, never abandoning the
figure. Teresa holds Master Pastelist status from PSA, In ad-
dition to being a recipient of the  Herman Margulies Award
for Excellence, she also received the Andrew Giffuni Memorial
Award in 2006.

MAGIC
THERESA EMMET ALLISON

LIGHTand
Theresa Emmet Allison (recipient of the Art Spirit Founda-
tion Dianne B. Bernhard Gold Medal Award, 2011)

Fairy tales and memories of childhood
are increasingly important sources of inspira-
tion for me. I enjoy reading J.R.R. Tolkien,
C.S. Lewis, and J.K Rowling. Their stories,
along with well-loved and well-remembered
fairy tales from childhood color my imagina-
tion. Of course, there is also a dark side to
fairy tales. However, my main attraction to
them lies in the underlying themes of transfor-
mation and hope. Of the more traditional
fairy tales, I am particulary fond of Beauty
and the Beast, and among the lesser known,
Green Snake. In recent years, I’ve discovered
that e.e. cummings and Oscar Wilde wrote
fairy takes, and I’ve enjoyed them, as well. 

Activities and toys that I loved as a child
are also great sources of inspiration. For in-

stance the Frog Prince was definitely in my
mind when painting Tales of Enchantment.
Cinderella was a childhood favorite and
Bedazzled, which depicts a couple of
pumpkins, some mice, and a partially ob-
scured glass slipper, is a direct outcome.
Some of the toys I depict are relics of my
own youth, such as the Raggedy Ann and

Andy in Once upon a Time, made for me
by my mother when I was small. Other ob-
jects in that piece refer to Horton Hears a
Who and the Fairy Tale Book, both child-
hood favorites. Horton works on another
level for me in that being an elephant, I as-
sociate him with my mother who collected
elephant figurines, which is why I included
the First Reader–it has a depiction of an
elephant on its cover. I’ve also collected
toys as an adult. On a visit to a hobby shop
with my model railroader husband, I spied
some wooden airplane models. When I
was little, my brothers and I played with bal-
sawood airplanes–the kind that had a rub-
ber band attached to the propeller. I feel
more engaged if I have an emotional con-
nection to the subject. 

When I began painting seriously, about

Winging It, pastel, 12" x 24"



preciated the arts. We al-
ways had art materials to
work with and we were
taken to museums. One mu-
seum visit left an indelible
impression on me–the
1978 exhibit at the St Louis
Art Museum, Monet’s Years
at Giverny: Beyond Impres-
sionism. I was 10 years old
and awed by the beauty of
his paintings. I still admire
his work, especially how his

best paintings virtually emanate light. Other
childhood artistic influences were the illus-
trations in my beloved books. I am continu-
ally inspired by the works of artists, past
and present–Degas, Mary Cassatt, and
Deborah Deichler, a contemporary pastel
and oil artist also inspired by fairy tales.

When I worked in oils, I leaned heavily
on earth colors, sometimes resulting in mud.
So the natural tendency to layer colors with
pastels rather than mixing them on the
palette improved my color ability. My area
of emphasis in college, working on my
BFA, was in drawing, so pastels felt very
natural and their progression from dark to
light simplified color for me. I could choose
my colors from the sticks and if the color
wasn’t correct, I could modify by hatching
or scumbling. I love seeing the network of
strokes that each carries a color identity but
fuse in the eye to create something new. I
avoid blending too much, as that can
deaden colors. Interestingly, I’ve recently
started to work a bit in oil again and find
that my color ability has improved, due in
part to my experience in pastel. 

Theresa Allison can’t remember a time when she didn’t
want to be an artist. She studied drawing and painting at the
University of Missouri-Columbia, graduating Magna Cum
Laude in 1991 with a Bachelor of Fine Arts. Theresa is repre-
sented by OA Gallery in Kirkwood, Missouri: www.oagallery-
online.  She lives in Rolla, Missouri, with her husband
artist/illustrator Richard Allison.
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25 years ago, I was attracted to old build-
ings, landscapes, and portrait subjects and
rarely painted still life. Though I did some
work from life, I found myself relying too
heavily on photos for most of my paintings
and felt my work wasn’t advancing. Still life,
I thought, would be an easily accessible
way to work from life and hone my skills.
Now my still lifes are done strictly from life.
Working from life engages my attention
more than working from a photo. It also al-
lows me to see the subtle nuances of colors.
It’s more fun too. Working from a photo
feels like a chore to me in comparison. 

I began painting still lifes with tradi-
tional subjects, which I still enjoy doing, but
over time I began to see that the scope for
still life is quite large. Now over half my still
life work is “whimsical,” incorporating toys
that can look animated or interact with
each other, such as the frogs in Tales of En-
chantment, or the airplane taking flight in
Winging It. In fact, Winging It is a pivotal
painting for me. My original concept was
simply to paint the wooden planes all sitting
atop the blueprint. But then I thought,
“What if I painted one of them actually fly-
ing?” That would be fun. So that taught me
to open up to the What If factor when 
setting up my arrangements. 

I spend a lot of time arranging my se-

tups, typically a day or more. One or two
items are the main objects; I add and sub-
tract other items as needed. I usually place
the still life within a setup box, which helps
me control the lighting and gives me a sur-
face to drape fabric or pin paper for a
background. Most of the objects I use be-
long to me, on the shelves of my studio
where I can see them, others in a closet.

I feel that lighting is critical to the success
of a painting. Lighting creates mood, and
without interesting light, all you have is a col-
lection of objects. I use 5000k bulbs in a
soft box unit that holds four bulbs for brighter,
more diffused lighting. For less diffuse light, I
use a single bulb in a metal reflector. 

I think about painting all the time. Even
while performing mundane chores, things
catch my eye, resulting perhaps not in a
painting, but in a sketch. My studio time
ebbs and flows, but I find my work pro-
gresses more rapidly when I paint daily, or
at least several days a week. If I’m away for
too long, I feel rusty and struggle with ideas,
rather like losing the thread of a conversa-
tion. Then I grab my sketchbook and start
drawing–a stuffed animal, a flower, the
cat–whatever. Drawing without needing to
create a finished product frees my mind,
loosens me up, and starts generating ideas.

I was fortunate to have parents who ap-

Tales of Enchantment, pastel, 24" x 36"
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Alley‘s at Dusk, pastel, 32 " x 40 " 

Gigi Liverant (recipient of the Art Spirit Foundation Dianne
B. Bernhard Gold Medal Award, 2000)

My artwork is experiential, with visual
patterns and color relationships my primary
source of inspiration. I am fascinated by the
rhythms of shadows and the salient color re-
lationships created by the presence of light.
My attention is drawn to the juncture of light
and dark, as well as to the relationship of
flowing natural lines against geometric man-
made shapes–soft edges vs hard edges. I
like to play the edges of road signs or cross-
walks against trees and mountains. Natural
shapes tend to stay in the background while
hard-edged signs and crosswalks dominate.
Contrasts of cast shadows against light both
describe an object and create an altered vi-
sion of a scene.

In more than 35 years of painting, my
artwork has evolved from imagery depicted
from direct observation, either still life, figure
or landscape, to statements focused on the
patterns and rhythms of color and light. This
current subject inspires me, and my ap-

proach has evolved over the decades. In
time, and with influence by the published
comments of Charles W. Hawthorne I tran-
sitioned to interpreting the subject in a more
creative way by editing the subject matter
and personalizing the color. 

For me, motivation is a product of inspi-
ration, and inspiration badgers me continu-
ally. Harnessing that motivation in the act of
painting feeds a diverse stream of creative
solutions. The resolution to an active paint-
ing often sparks the elusive resolution to a

COLOR
MARKMAKING

and
GIGI LIVERANT

dormant painting. When we venture into the
unknown-- new materials, subject matter, or
size–we risk failure but we also flirt with dis-
covery. Experience has taught me that fear of
failure stagnates the development of innovative
work. When we embrace familiar subjects
and habits, we become comfortable in predict-
ing an outcome. However, in doing so, we
languish. I believe that in order to push work to
a more personal imagery, we need to em-
brace failure. Through failure we grow. The
painting process is multilayered and continual.
In my case, pushing beyond the comfort zone
of familiar color or imagery is both challenging
and inspirational. The more I paint, the more
inspired I am to push beyond reliable practices
into uncharted territory with a goal to provoke
more resonant imagery.

Life can get in the way of daily visits to the
studio, but the desire to resolve works in
progress, and the yearning to revisit recalci-
trant work is relentless. I work in the studio pri-
marily on weekdays, with the weekend
reserved for family time. When studio work is
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hijacked for lengths of time, I find that upon
my return, the extended absence offers a sil-
ver lining by providing a fresh perspective
of works in progress. Objectivity is compro-
mised by overexposure. I also try to remain
objective by working on three to ten pieces
at the same time, all in varied stages of de-
velopment, ranging from small
studies to pieces awaiting final
tweaking. This practice keeps my
somewhat A.D.D. mind occu-
pied and helps me maintain a
fresh perspective.

I have been, and continue to
be, inspired by all manner of cre-
ative thinkers, whether they are
visual, musical, written or per-
forming artists. Many artists, and
individuals, continue to inspire
me. The Impressionists,
Cezanne, Matisse, and Hopper
were early favorites. In recent
decades, I am inspired by the
work of Milton Avery, Mark
Rothko, Marsden Hartley, and
Oscar Blumner. 

My introduction to pastel
was in the 1970’s while attend-

ing workshops by Robert Brackman. Brack-
man attracted nationally accomplished
artists and many were working with pastels,
including Flora Giffuni. Though I was an oil
painter at that time, I witnessed the variety
of applications used by the skilled artists at-
tending the workshops. Eventually, I imple-

mented pastels as a plein air medium,
translating the pastel studies into studio oil
paintings. But it wasn’t Brackman himself
who peaked my interest in patterns and
color relationships, however. It was during
that brief (maybe 2 months) time that either
he or one of the other students, introduced

me to two books, Hawthorne
on Painting by Mrs. Charles W.
Hawthorne and The Art Spirit by
Robert Henri. Both books res-
onated and have inspired my
work since the 1970s. The
compilation of notes collected
by Mrs. Charles W. Hawthorne
represent the artist’s comments
to his students while an instructor
at the Cape Cod School of Art
from 1899-1930. Hawthorne
and Henri’s “instruction” steered
my work away from my acade-
mic foundation toward the more
personal work that began to
evolve in the early 1980’s. 

Hawthorne promoted the
idea that, “Painting is just get-
ting one spot of color in relation
to another spot of color…” and

Welcome to New Jersey, pastel, 20" x 30"

Route 85 Precipitation, pastel, 27" x 30"
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that concept has driven my color choices for
more than 30 years. He states, “…these
few large simple spots in the right relations
are the most important things in the study of
painting. They are the fundamentals of all
painting.” Henri continues, “Employ such
colors as produce immensity in a small
space…but in each as a medium of expres-
sion.” Hawthorne concurs with, ”See bril-
liant color, then paint it a little more brilliant
than you see it.” Also, “Paint with free-
dom…”, and “Swing a bigger brush, you
don’t know what fun you are missing.”
These statements gave me permission to 
explore color with some abandon.

I find that I continue to revisit Hawthorne
on Painting and The Art Spirit whenever my
work goes off the rails. Over decades, their
content has inspired me to approach my

Bound, pastel, 33" x 51"

work in terms of “spots of color” and “over-
doing” to express the “brilliance” of a visual
experience. I continue to choose colors for
their emotional language and juxtapose
them through expressive marks to engage
the viewer in a heightened experience.

My mark-making, originally inspired by
observing the exuberance of children paint-
ing, illustrates my joy at the opportunity to
grab a stick of pure juicy pigment to “color”
unencumbered, as they do. The idea of
marks to visually blend color and value was
both inspired by children and by the Impres-
sionists who pioneered the implementation
of broken color. Pastel is the ideal medium
for spontaneity and mark-making; it’s a
ready-to-go stick of color! The scribbling sug-
gests a carefree approach, but each paint-
ing has an underpainting of value-specific

MEANINGS
BRIAN BAILEY

THEATERof

Brian Bailey (recipient of the Art Spirit Foundation Dianne
B. Bernhard Gold Medal Award, 2015)

From a cave painting in Lascaux, to a
sculpture by Moore or Hepworth, I drink in
all the arts as inspiration. As a lover of still
life, I admire the simplicity of color and
composition of Giorgio Morandi, the styl-
ization of William Bailey (no relation) and
the keen eye of Claudio Bravo. Not to be
overlooked are powerful paintings of
Spanish artists from the sixteenth century to
the present, Cotan, Melendez, Velasquez,
and more recently, Antonio Lopez Garcia.
Figuratively, there are too many artists and
movements to name. They traverse the his-
tory of art, from the masters of the Renais-
sance to the icons of the modern figure;
they all inspire. 

broad color strokes guided by a history of
weeks, months, or even years of studies
and image development. It’s like making a
cake, you don’t get to lick the frosting until
you first make the cake! Without a prelimi-
nary examination of value, composition,
and color temperature, the mark-making
can result in a weak statement, and be-
cause I frequently work large, a weak state-
ment is inevitably a BIG disappointment. 

Gigi Horr Liverant enjoys juxtaposing rich color to encourage
the observer to experience an ordinary scene with a new per-
ception. She is a PSA Master Pastlist, an IAPS Master Circle
member, and a Signature member of the Connecticut Pastel
Society.  She has won numerous awards, has exhibited na-
tionally and internationally, in addition to being featured in
Pastel Journal and Ink publications. Gigi teaches and demon-
strates in the Northeast and beyond.  Find her work at:
www.gigiliverant.com



the painting Unity, I used gourds and seed
pods to represent myself and my siblings
who were not in agreement over my fa-
ther's impending surgery, which ultimately
led to an untimely death. The gendered
symbolism of the objects themselves and
their placement in or around the weathered
box represented our home in discord and
related to their concurrence or lack thereof.
The painting could also simply be viewed
as a balanced compositional still life using
natural objects and a harmonious palette.

In my figurative work, I’ve used veils to
create one plane that has its own solidity
as a surface, yet is transparent as a win-
dow. In some paintings, the veil acts as a
physical restraint to show a force trying to
control the spirit of both mind and body. It's
transparency allows the viewer to see the
figure's struggle through its contorted or in
some cases, passive gesture. The wrinkled
quality of some of the veils speaks to a fas-
cination in society about youth and beauty.
Maybe I'm trying to look beyond the
changing of flesh with age and to see

mented society with scores of disillusioned
individuals.

Sometimes, I use objects as symbols
with multiple meanings, allowing the viewer
to create a personal narrative. This has
been the case with my figurative work. I try
to speak quietly to the audience and en-
courage contemplation of thought-provok-
ing imagery. The stillness of my painting is
an opportunity to give pause and ponder
the often-overlooked societal influences
placed on both our environment and on the
human condition. 

I let the compositional elements or sub-
ject matter play with the idea of dimensions
within the picture frame. Using boxes in my
still lifes as both architectural elements and
enclosures for containing a subject within
the picture plane creates different levels of
entry into my paintings. It also can have
symbolic value and plays with the framing
of the subject as the painting resides within
its own frame. Boxes can represent both
home and the environment enclosing other
objects as personal symbols. In the case of

Truthfully, most of my inspiration comes
from a true love of form and how light can
describe and caress it. In the case of the
figure, it is the sheer beauty and its ability
to convey emotion through its movement
that truly captivates me.

Although the elements of my personal
inspiration are diverse, my primary focus is
on time, stillness, and picture plane. My
content is often symbolic. A few years ago,
I was losing a close family member or
friend every year. Their passing was trau-
matic and made me think heavily about the
passage of time. I painted either still lifes or
figures that spoke to this preoccupation.
While the still lifes showed a larger con-
cern for the longevity of our environment,
they also bore a reflection of personal loss. 

The societal pressures of modern life
such as bias, inequality, economic dispar-
ity, and violence can suppress the true na-
ture of our spirit as human beings.
Historically it has led to countless acts of
one group or authority imposing itself upon
another's freedoms resulting in a frag-

Andaman, pastel, 26" x 36"
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Depletion, pastel, 27" x 40"

through to the everlasting beauty of the indi-
vidual. I sometimes add objects in the fore-
ground to further suggest a separate plane
within the painting. By these means, I cre-
ate a hybrid of still life and figure.

Inspiration
can be erratic
and fleeting. In
my case, my in-
spirational im-
pulses are
transient and
often go as
quickly as they
come. Though
when I find
some subject
that truly grabs
me, I know it, and
it holds me until its
completion. Those
times are cherished
and hard to mani-
fest at will. I tend to
be most lucid in my
visual thoughts after
sleeping a few
hours into the night.
I sometimes wake
up around four or
five in the morning
and have thoughts or images racing
through my mind. I quickly sketch them out
in bed or more recently write notes and
sketch linear images on my phone or tablet.
Mental notes that occasionally make no
sense a day later are sometimes fodder for
future works in pastel.

Pastel was introduced to me at age
eight as a small-boxed gift from my father,
a man who outwardly had no apprecia-
tion of the arts. Yet every summer he drove
my family to various museums and histori-
cal sites drenched in artistic and cultural
enrichment. He knew my thirst for the arts
since a young age and quietly promoted
my interest. 

My first instruction in the arts came at
age 12, when I attended a small studio.
Primarily using pastel, I drew various still life
arrangements. Over the years, my first box
of pastels shrank to small fragments, but
made the journey with me to college. There
I found pastel to be a wonderful asset in ex-
ecuting figurative studies from life. Its sim-
plicity in usage and its expression of form
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and color were
both immediate
and impactful.

My work in
pastel since then
has changed and
grown significantly,
yet I still appreciate
and enjoy working
in pastel from life
on quicker figura-

tive studies. The expressive mark
making and the unfinished beauty
of these studies, allows a break
from the pressure and the control of
more finished paintings.

Having used many mediums in
my life as an artist, I find pastel’s
tactile sensibilities is what keeps its

hold on me. There are no barriers between
the artist and the material. Much like sculpt-
ing in clay, a pastel artist can feel his
medium in his hands. As my fingers are my
only tools, the mark making and blending of
these pure pigments allows for an intimate
relationship with pastel. This unique level of
touch and feel offers no closer connection
between artist and medium.

Brian E. Bailey was born in Lancaster, Massachusetts. Formerly
a professor at the School of Visual Arts in New York, he now
paints and teaches privately in New Jersey. He has won numer-
ous awards for his work in pastel and has been featured in select
exhibitions both nationally and abroad. 

As an artist working in a realist tradition he tries to create
singular contemporary images that speak to the fragility of both
the natural world and the human condition. The stillness of his
painting offers the viewer a moment of both contemplation and
reflection.



Aftermath, pastel, 27" x 39"
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creates unexpected shapes and spatial re-
lationships. The other is Dadaism and its
emphasis on incorporating chance into art
making, a sort of “indeterminacy aesthetic”
that was adopted by Duchamp and other
Dadaists as a protest against the rigidity of
linear thinking. It prompts a freer approach
to composing and greater openness to cap-
italizing on accidents

Interesting shapes and ambiguous spa-
tial relationships that generate uncertain in-
terconnections visually inspire me.
Destabilizing the traditional dichotomy of
order vs. disorder, theoretical physics’s
chaos theory expresses a third territory of

Diane Rosen (recipient of the Art Spirit Foundation Dianne
B. Bernhard Gold Medal Award, 2014)

The figure has always been my primary
inspiration and visual "language." This has-
n't changed over the years, but how I en-
gage with the figure has. Figures are still
depicted realistically, but now I prefer a
process that more directly invites chance. I
prepare the ground with spattered acrylic
paint and weave pastel into the resulting
random patterns and marks, allowing their
interplay to continually shift or redefine
meaning.

Initially, the kind of puzzle-making as-
pects of composing the image motivate me:
negative shapes, perspective, vague or
concrete suggestions of space, and so on.
I've never thought about this as abstraction,
but it does make sense conceptually. My in-
terest in this approach actually derives from
two things: One is Degas's radical crop-
ping and near-far, push-pull in the way fig-
ures occupy their space, which naturally

order-in-disorder. Closer to the Zen concept
of yin-yang, this both-and perspective al-
lows us to strip away conventional labels of
order = good, disorder = bad, and to
serve the organic hidden order of the piece
itself. This applies to the way spatial rela-
tionships are organized in many of my
paintings, for example Drift, Pivot, and
Whirligig. In these, linear perspective is re-
placed by free interrelationships of shapes
that assert their own sense of relative posi-
tion, importance, or distance.

Working this out always takes a long
time, but is as rewarding as it can be exas-
perating. Once the composition is resolved,
a visceral sense of excitement propels the
painting process to completion. But through-
out, there's always a back-and-forth be-
tween composition/line and form/color,
an approach I've retained from studying
with Dan Greene. He would start a portrait
with as accurate a line drawing as possi-
ble, next indicate shapes of shadows, then

CLASSICISM
CHAOSand

DIANE ROSEN
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lay in color. At that point, the
process began again, basically re-
fining the initial roughing in. So the
ongoing back and forth between
line and color (adjusting and cor-
recting either where necessary) just
became a natural process for me
as a painting progresses. It was
also then that I discovered pastel
as a favorite medium, studying
with Dan at the Art Students
League. I immediately gravitated
to this versatile medium because
it combines the lyricism of line
and the lushness of color. Pastel
gave me the freedom to incorpo-
rate, and even feature, drawing
as an integral part of my painting
process beyond merely prelimi-
nary sketching.

After art school I was fortunate
to study Degas's work in Paris on a
French Government Fellowship. As
with many pastelists, I suppose, he
has always been my most impor-
tant inspiration. Not any particular
work, but his revolutionary ap-
proach to composition, resonant
use of unexpected colors, explo-
ration of new ways to apply pas-
tel, sublime draftsmanship, and of
course his focus on the figure.
Availability of Japanese prints at
the time likely prompted his experi-
ments with decentralized composi-
tion. Pushing the main subject of a
painting far to one side, frequently
combined with extreme cropping,
sets off a visual and psychological
tension that hadn't been present in
most nineteenth century figurative art be-
fore. As for blending, I see Degas's use of
overlapping, tonally related, vigorously clus-
tered lines as a kind of mapping or placing

of planes, turns, and dimensions of the fig-
ure almost as a sculptor would do in three
dimensions. Later in life, when his eyes
were failing and his tactile sensitivity played

a more crucial role, this approach may
have factored into the paintings even more,
making them appear increasingly uncon-
ventional and modern.

We Are Dispersed In Heat and Energy, pastel, 20" x 27"

Against the Tide, pastel, 27" x 39"
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hope the viewer will respond.
Chaos theory has shown that in nature,

nonlinearity is the rule and linearity the ex-
ception. Moreover, something new can
emerge only when conditions are far-from-
equilibrium, also referred to as being at the
edge of chaos. In other words, the ten-
dency for continuation or stasis will over-
whelm the tendency toward change until
an existing system is destabilized, leading
the system to bifurcate, or create a new
path that again attains stability. Many ele-
ments of this model apply metaphorically
and literally to choices that I make. Each of
us is a chaotic or nonlinear dynamic sys-
tem, and creative efforts are, for me, like
postcards from that dynamically chaotic
edge. I feel that my choices reflect receptiv-
ity to, rather than avoidance of, a certain
level of turbulence (frustration, feeling
blocked, puzzled) or disorder that shakes
things up and leads to new order.

Terms and themes from dynamical sys-
tems theory inspire both my subject matter
and process, including self-organization,
emergence, unexpected juxtapositions,
feedback loops, interactivity and indetermi-
nacy. One example is the painting Sensi-
tive Dependence. This piece visually
expresses a core premise of nonlinear dy-
namics, namely systems that exhibit sensi-
tive dependence on initial conditions give
rise to reciprocal feedback loops (output
continually feeds back into the system as
new input), and ultimately generate unfore-
seeable outcomes. Based on our limited
ability to know all elements in play, the
whole is always greater than can be deter-
mined by any assessment of individual
parts.

Diane Rosen, a New York-based artist, studied at the Art
Students League, Columbia University, and l'École des Beaux
Arts in Paris on a French Government fellowship. She is best
known for dynamic figure compositions that explore the un-
certainty inherent in all things, using ruptured narrative and
the force of paradox to challenge fixed ideas of meaning.
Rosen's award-winning pastels have been featured in numer-
ous publications, including American Artist, Pastel Journal,
and Pure Color: The Best of Pastel; she is listed in Who's
Who in American Art. To see more work visit:
www.rosenart.net.

can never be fully explained or reduced
to direct linear analysis; order emerges
from disorder, and expectation of the un-
expected is the rule. This does not mean
that a painting cannot be planned, or that
there are no skills and guidelines to be
learned. But as is contained in the more
complete name of deterministic chaos, the
dynamics of change are fueled by para-
meters that initially define but cannot en-
tirely control that emergent, self-organizing
change. This mindset underlies my work
and practice; it is reflected in individual
topics, how each work is begun, how the
process unfolds, and how to some extent I

Reading–fiction, nonfiction, or
media–evokes visual responses that form
the basis of my work. Recently, a significant
influence has been chaos theory, which I’ve
already mentioned. This branch of science
and math deals with complex dynamical
systems in nature (like weather, ecosystems,
brain functioning), whose dependence on
initial conditions that cannot be specified
with infinite precision leads the system from
small changes to widely divergent, unpre-
dictable outcomes over time. Creativity itself
is a type of complex nonlinear system, in
which work emerges unpredictably from
self-organizing (autopoietic) dynamics that

Drift, pastel, 39" x 27"
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Otto Stürcke (recipient of the Art Spirit Foundation Dianne
B. Bernhard Gold Medal Award, 2012)

Thank goodness for my local PBS televi-
sion station, which aired the lively art histo-
rian Sister Wendy, because as a child I
grew up in a house unadorned by art to be
inspired by. She forever changed the way I
perceived art and still does. Her ability to
extract every sensibility and meaning from
a work of art makes me wonder what she’d
say if she were commentating on one of my
own. Before Sister Wendy, I looked at a
work of art in amazement commenting,
“How did the artist paint that?” I never con-
cerned myself with, “Why did the artist
paint that?” After exposure to her, I realized
how important it was for each artist to visu-
ally communicate the story and more often
than not, it’s the subtle statements in the
painting that were most affecting. Without
Sister Wendy, I may never have under-
stood the depth of emotion the artist was
quietly communicating. I came to appreci-
ate the many layers of expression an artist

could employ and moreover, the story
telling captivated me. Now, it’s almost im-
possible not to find symbolism in my work.
Rarely will you find a perfect specimen of
fruit or flower in my paintings; they are usu-
ally marred, symbolizing our inability to be
perfect beings. In my Mexican culture, life
and death are intertwined and neither
should be feared, but rather befriended. I
find that painting in chiaroscuro allows me
to explicate those points more dramatically
or in shadowed obscurity. Interpreted cor-
rectly, the viewer can read each painting

as another page of an open journal, and
find out more about me–what makes me
hurt or happy, my fears, my triumphs, and
so forth. Thanks to Sister Wendy, I empha-
size the Why in my work, focusing on the
story I want to tell through symbols rather
than on how technically competent I can
portray the objects.

Through my TV mentor I learned that art
can serve as an extension of your inner self.
Art has meaning, sometimes secret mean-
ing that doesn’t have to be blatantly show-
cased in my work, but rather hinted at or
visually whispered. I became enthralled by
the Dutch Masters’ chiaroscuro and thus
was born the inspiration to paint the battle
between light and shadow, good versus
evil, life versus death. Through the years, I
found allegorical story telling to be impor-
tant. Many of my choices involve finding
the Zen and the common ground between
contemporary and the classical.

I do find that inspirations come and go,
and for that reason I take lots of notes in my

El Músico, pastel, 18" x 24" 

SILENCE
CHIAROSCURO
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OTTO STÜRCKE
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sketchbooks so that I can revisit themes that
stirred something in me at one moment or
another. When it comes to my work, the
narrative usually unfolds before the painting
process even begins. A story comes to
light; it’s developed, a title emerges, and
then the painting comes to fruition. First I be-
come the author, then the artist, and once
the process has taken a solid path toward
the visual storytelling, the motivational surge
to finish a painting becomes strong, and I
work hours on end to get to the finish. 

I worked as an illustrator for years on
film, television, and ad marketing cam-
paigns. I learned how important it is to get
the idea across to your audience. So film
definitely had an influence on my visual sto-
rytelling. Much of what I did involved key
frames, storyboards, concept sketches, and
poster and billboard concepts. Thankfully
that process of creating a distinct narrative
assimilated into my fine art. Much of it now

takes place in my head, but sometimes I still
take the time to hone some of that thought
process via sketches, notes, doodles, and
roughs. 

Because balancing dad duties and
being an artist with a home studio can get
dicey, in order to achieve my daily goals, I
try to limit distractions. Having served in the
Marine Cops for several years has aided
me in that effort. The sensation of sticking to
the objective feeds my brain in positive
ways and that feeds into more inspiration
and motivation to get things done. If I’m in
a slump, a quick shower takes care of that.
Not sure why, maybe I was a fish in a past
life, but the ideas keep coming once I hit
water. I find that water not only brings on
inspiration but it seems to console me when
I need it. As soon as I jump out of that
shower, I’m jotting down notes so that I
don’t forget the inspiration. It could easily
be one word that branches out to many

other words and then it’s a matter of imag-
ining a story I’d like to tell in pigment.

It’s hard to tell which artist might have
been my earliest influence, but I’d guess it’s
between Walt Disney and Norman Rock-
well. We had a Disney encyclopedia
around the house, as well as a Norman
Rockwell jigsaw puzzle. Rockwell dazzled
me with what I later learned was called
Homecoming G.I. Funny thing is that I got
to relive that magical moment in life imitat-
ing art when I returned home from serving
in Desert Storm.

I had experimented with pastels and
mixed media in my illustration days, learn-
ing that you could grind down pastel shav-
ings with baby powder and use a makeup
applicator to create smooth gradients to il-
lustrate cool cars on vellum and mylar film.
Many art directors liked the moody effects I
could create on mylar by diluting and splat-
tering the pastel with a variety of solvents.
When the movie adaptation of The Polar
Express came around in 2004, I got to
work with pastel as the key medium for the
project, along with some mixed media. 

About six years ago, I took a workshop
with Canadian artist Dianna Ponting. I then
learned how truly rich and engaging the
pastel medium is. I’ve never looked back. I
discovered that pastels were limitless once I
put on my mad scientist coat and gloves–
the experiments came fast and furiously. I
found it to be utterly forgiving and could be
put down at a moment’s notice when little
ones needed attention. I also found that I
was reaching a level of sensitivity and real-
ism that I couldn’t reach in another medium.
Ultimately, pastel became an intuitive form
of painting for me, and it’s difficult to fore-
see the future without this luminous medium.
To this day, I’m still experimenting with
ways to apply pastel and with so many
new surfaces to work on, the experiments
seem endless. 

As much as I love lights, sounds, and
colors, I always tend inward toward the
solitary. My painting temperament calls for
some sort of calm and balance, a silence
of sorts that beckons the viewer to reflect.
I’ve tried to analyze why silence and still-
ness are so crucial to my work. Could it be
because I grew up in a small house with a
loud family of 10? It wasn’t much quieter in

Sweet Serenade, pastel, 18" x 24"
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the Marine Corps. During Desert Storm I
was deployed to Norway, above the Arctic
Circle. That’s where I became aware of the
true meaning of silence. During a patrol on
a mountain ridge, I paused for a moment to
take a drink. No wind, no tree branches
cracking, no sounds of Marines, just me
breathing. That moment of silence, with the

polar lights dancing above me, seemed to
last for minutes and I felt silent and at
peace. I wanted to relive that feeling over
and over and share that enlightening mo-
ment when one feels insignificant and em-
powered at the same time. It was powerful
and humbling and I can’t help think that
moment has forever influenced my work. 

As a representational artist who is greatly influenced by the
Dutch Masters, Otto Stürcke seeks to impart sincerity, con-
templation, and an admiration for the classical in a contem-
porary world by depicting the personal, the emotional, and
the quiet elegance in his paintings through light, shadow,
and texture.  He aims to create an allegorical narrative and
an intriguing balance between light and dark. Visit his web-
site: www.sturckestudio.com.
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By Robert K. Carsten

In her introduction to this informative and in-
sightful book looking at more than six
decades of the work of one of America’s

foremost pastelists, poet, editor, and art critic
Maureen Bloomfield sheds light on Dan
Greene’s uniqueness, citing that he early on
“vowed to create work that was distinct from
his peers–an oeuvre that would exemplify
the hardest of all adjectives to live up to–
original.” To this end, Bloomfield references
Greene’s characteristic love of complexity,
patterns, juxtapositions and more; as well as
the artist’s penchant for initiating and engag-
ing in projects designed to challenge his skills
and profoundly explore artistic ideas. This
beautifully illustrated volume, filled with both
pastels and oils, is organized into four chap-
ters corresponding to Greene’s upbringing,
education, and accomplishments in his vari-
ous studio locations. Each chapter begins
with an explanatory overview detailing sig-
nificant events and discussing select works
from that period.
Chapter 1, Cincinnati, Miami, and New York City opens
with a pastel, Self-Portrait in Yellow Vest,
Age 19. Greene sees himself as a preco-
cious boy playing games with his sister and
identifying types of architectural columns as
the family drove through his hometown of
Cincinnati. Later, Greene made his way to
Miami and at 17 became apprenticed to
two pastel portrait artists who made their liv-
ing by sketching tourists in Miami Beach.
One of those artists Greene declared to be
“one of the best pastel artists I’ve ever seen.”

After saving enough money to move to
New York City, Greene enrolled at the Art
Students League (ASL), where legendary

teacher Robert Brackman recognized his
talent and secured him a scholarship. It
was at the ASL that one of Brackman’s
class models, Bill Southerland, met and be-
came the young artist’s first muse, offering
to pose at no cost. Greene regarded his
model as having a face “right out of El
Greco.” Southerland can be seen in many
paintings, notably pastels portraits and
head studies, of the period.
Chapter 2: Greenwich Village and Governors Island

Dan Greene’s commanding pastel,
Trio, of three figures in a billiards hall, cue
sticks in hand, begins the chapter. When it
was shown a the National Arts Club
(NAC), prominent artist John Christian Jo-
hansen, friend of Whistler and Sargent,
wrote to Greene stating that one of the
heads in Trio, that of Southerland, was “the
finest head I’ve seen in 10 years.” Jo-
hansen then proposed Greene’s admission
into the NAC and the National Academy
of Design. Greene also became a member
of the Salmagundi Club where as its
youngest member, he painted some of the
oldest members, including his Portrait of
Gustave Cimiotti, a head study against a
daring vibrant red background.

Greene became friends with many col-

leagues and teachers, visiting studios and
painting portraits. In his pastel Portrait of
Raphael Soyer, he realistically depicts the
noted painter and in the background pays
tribute to Soyer’s subjects and style by using
some of his motifs. Other noted depictions of
this period include portraits of Eleanor Roo-
sevelt and author Ayn Rand, each accompa-
nied by Greene’s interesting recounts. 

While Greene briefly experimented
with expressionist techniques during the
1960 and 1970s in the context of New
York City’s art scene and its stronghold on
action painting, minimalism, pop art, and
so forth, he became resolute that his future
was to be rooted in representational art.
Progress was impeded when he was
drafted into the army, ending up on Gov-
ernor’s Island. Time away from his studio
was not wasted, however, as he was
commissioned to paint a general, eventu-

ally resulting in a commission to paint as-
tronaut Walter M. Schirra, Jr., a pastel
that hangs in the collection of the Smith-
sonian Institution.
Chapter 3: 33 West 67th Street

Greene moved into a building at this
address that had been redesigned into
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large studios with tall north-facing windows.
The studio provided a teaching space to help
defray the expense. Here Greene advanced
the boundaries of his representational art. He
conducted in-depth research into the “minor at-
tributes that have a major importance in pic-
ture-making–frames, borders, and
backgrounds.” In his pastel Carina in the Park,
designs on the figure’s caftan appear to con-
tinue into the dreamlike tapestry effect of Cen-
tral Park in the background. The figure, in
silhouette is encompassed by an off-center
edging against a golden background; the
painting juxtaposing reality against the sym-
bolic or imagined. In paintings of this model
and subject, Greene’s flattened space and el-
evated his model to, “a contemporary, secular
goddess, who looks both at the past and for-
ward.” So begins his extraordinary visual jour-
ney that helped blaze new paths in
contemporary art, coupling complex and inno-
vative visual constructs with unsurpassed tech-
nical mastery. In Bill with Kite, Greene
removes any hint of the model’s support, result-
ing in a simultaneous appearance of weight
and weightlessness, perhaps symbolizing mat-
ter and spirit. Greene continued to thoroughly
explore motion, symbolism, and design in a
series of kite flyers, inspired by that almost
daily ritual in nearby Central Park. 
Chapter 4: North Salem, New York

In the late ‘70s, after a disappointing time
in Paris, Green returned to New York, finally
settling in North Salem, where he found a site
including a large barn, which he converted
into a studio. It was here that Greene’s con-
cepts and artistic vision crystallized, revealing
his insight and mastery. Innovative and exquis-
ite still lifes of this period explore objects in un-
common ways. Two matched paintings, Jar,
Brick, and Roses, explore both front and back
of a setup. Game boards figure in a unique
series depicting complex geometrical patterns.
A series on women, in pairs or trios and often
nude, evokes mystery, ritual, and correlates to
great art of the past. A vast number of subway
paintings investigate realistic and metaphoric
attributes of the traveler encompassed by ar-
chitectural space. While Greene sketched
and painted on-site, and in fact, painted him-
self sketching in the subway, many of these
scenes were created in the studio. Similarly,
for his auction series, Greene outfitted his stu-
dio with auction related furnishings and posed

Continued on page 31
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models as auctioneers, bidders, and tele-
phone assistants. The auction series depicts
art within art–showing portions of paintings
by O’Keeffe, Hopper, Remington, and oth-
ers; along with intricate patterns of antique
rugs, ceramics, and more. In Circus Voltini,
Greene’s family and friends modeled. A cir-
cus poster he procured from a telephone
pole in France inspired the painting. 

Among many other accolades, Daniel
Greene has been elected into the Pastel So-
ciety of America’s Hall of Fame, the Na-
tional Academy, and the Oil Painters of
America Hall of Fame. He is a former in-
structor at the National Academy of Design
and the Art Students League of New York.

An artist, writer, and exhibition juror, Robert Carsten teaches
pastel workshops nationally and internationally. He attended
the Rhode Island School of Design and the Accademia di Belle
Arti in Italy. Robert is a frequent contributing writer for Pastel
Journal, The Artist's Magazine, and Plein Air. He is a PSA Mas-
ter Pastelist and an IAPS Master Circle member. In 2019, he
will lead a painting workshop barging from Venice up the Po
River to Mantua, Italy. Visit his website: robertcarsten.com.
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