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It is impossible to review the history of Australia’s 
bird art without delving into its ornithological history. 
Unfortunately, these foundations in scientific illustration 
only help to fuel the art versus illustration debate, so 
prevalent in discussions on the merits of contemporary 
wildlife art. Typically, in art schools, they are taught as 
independent subjects – illustration with the intention of 
earning money, fine art with the intention of harnessing 
the creative spirit. I have aimed to cover the continuum 
between purely didactic illustration and fine art and 
leave it to the individual viewer to decide where, or 
even whether, to draw a line between the two. After all, 
any division between art and illustration is necessarily 
subjective. As some of the artists represented in the 
book commented: ‘at one extreme it’s bleeding obvious 
and at the other it hardly matters’ (Peter Marsack), ‘the 
good ones are worth looking at, whether illustration or 
art’ (Peter Slater) and ‘what is illustration today could 
be art tomorrow’ (Rob Freeman). Indeed, several of 
the historical portraits of birds, only ever intended to 
be illustrations for ornithological tests, are now highly 
regarded and valued as works of art.

Many of the contributors to this book would not wish 
to be known as bird or wildlife artists, but simply as 
artists, and a concern is that by bringing them together 
it may appear that I am promoting this dubious genre. 
However, I believe that this book will serve to illustrate 

BIRDS HAVE LONG BEEN POPULAR SUBJECTS 

for artists, from scientific illustrators to great masters, 
whether working on cave walls, watercolour paper, 
large canvases or sculptures. Their purpose might 
be practical, aesthetic, symbolic, humorous, joyful, 
spiritual, political, scientific or ecological. Their 
representation might be realistic or conceptual, 
innovative or conventional, detailed or sketchy, or 
anywhere between.

Australia is home to some of the earliest human 
representations of birds, testament to their enduring 
importance to humankind. We also have a rich 
history of European bird art, which flourished from 
the late eighteenth through the nineteenth century 
alongside development of the nation. In the twentieth 
century, increasing interest in the environment led 
to its revitalisation. A diversity of contemporary 
Australian artists has turned their attention to birds 
and never before has such a range of approaches 
been so acceptable. Some have taken the tradition of 
realistic bird art to the heights of excellence, others are 
happy in the popular arena, and still others aspire to 
that grey area known as ‘fine art.’ With such a vibrant  
and varied heritage and a wealth of current artists, it 
seemed opportune, if not overdue, to bring them all 
together in Feather and Brush: A History of Australian 
Bird Art.

PREFACE

GREG POSTLE Australian Reed-Warbler Acrocephalus 
australis. Acrylic and oil; 81 × 71 cm; 1999.
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an ideal medium for painting birds, especially while 
travelling or in the field.

In the 1770s, Lieutenant (later Captain) James Cook 
made his well known voyages to the region. They 
were the first English voyages to include naturalists, 
most notably the wealthy botanist Joseph Banks, who 
championed the idea to the Admiralty, in part to fend 
off the French. The enthusiasm and influence of Banks 
helped to create a rage for collecting natural history 
objects (which then included ethnological material) 
from the South Pacific. Banks and his colleagues, often 
young men from the upper classes, scoured the world 
for land and trade-worthy products to benefit the 
British Empire. The items they collected were often 
subject to serious study and illustration, as part of the 
race for scientific prominence. A handful of newly 
discovered Australian birds were drawn on shipboard 
by Sydney Parkinson, Georg Forster and William Ellis. 
These illustrations and written records of birds from the 
period before colonisation are particularly important 
because, even when collections of birds were made, 
many have been lost.

By the time of British settlement of Australia in 
1788, European art had moved away from the religious 

TOMMY MCRAE Unidentified birds. Pen and ink,  
23.4 × 33.6 cm; c. 1890s. Tommy McRae, also known 
as Yackaduna or Warra-euea, probably belonged to 
the Kwatkwat clan of the upper Murray River region. 
McRae worked as a stockman and labourer for 
pastoralists, later making a living selling drawings, 
boomerangs and other artefacts. He filled sketchbooks 
with pen and ink drawings of traditional hunting and 
fishing techniques, conflicts and ceremonies, and 
interactions with squatters and Chinese farmers. In  
this typical sketch, two men hunt a flock of birds with  
a boomerang and a spear, approaching with their faces 
hidden behind handfuls of vegetation. STATE LIBRARY 
OF NEW SOUTH WALES

Opposite: PORT JACKSON PAINTER Australian Magpie 
Gymnorhina tibicen. Watercolour, 42.5 × 32.8 cm; 
c. 1788–1792. Several unidentified convicts or officers 
were co-opted by John White to illustrate the fauna and 
flora of the new colony; some of them have collectively 
become known as the Port Jackson Painter. Drawn 
full-sized, the magpie is labelled the ‘Piping Roller.’ The 
Eora name is recorded as ‘Tarra-won-nang.’ In 1801, 
English zoologist John Latham scientifically described 
and named the Australian Magpie based on this 
drawing, which makes it the type specimen. NATURAL 
HISTORY MUSEUM, LONDON
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New South Wales to Aylmer Lambert, a wealthy man 
devoted to science, in the hope that he might publish 
them. The book never eventuated and the manuscript 
has been lost. The drawings, however, have become 
part of the most important early pictorial record of 
Australian species.

Lambert amassed a large collection of botanical 
specimens and drawings from all over the world. His 
Australian collections included not only drawings 
and specimens received from First Fleet surgeon John 
White but also some from Governor Arthur Phillip and 
several other officers. After Lambert’s death in 1842, 
the drawings were acquired by the thirteenth Earl of 
Derby and became known as the ‘Lambert Drawings.’

In 1799, Lambert lent several volumes of the 
drawings to Dr John Latham, a recognised authority 

THOMAS WATLING Magpie Goose Anseranus 
semipalmata. Watercolour, signed, 23.5 × 20.7 cm; 
c. 1792. On a separate label the bird is labelled the 
‘Semipalmated Duck’ and described as ‘about the size 
of our native wild goose. These are generally found in 
flocks and sometimes perching on high Trees … It is 
called by us the New South Wales Goose, Palminated 
instead of being Web-footed, because its manner, as 
well as taste and Flavour resembles that bird more 
than any other.’ The Magpie Geese had been observed 
on a ‘pond’ on the Hawkesbury River. At that time the 
species was widespread across south-east Australia, 
but its breeding range has since contracted to the 
swamps and floodplains of far northern Australia, 
where it is still abundant. The species was named 
by John Latham from this illustration, which makes it 
the type specimen. NATURAL HISTORY MUSEUM, 
LONDON

ARTIST UNKNOWN Rainbow Lorikeet Trichoglossus 
moluccanus. Watercolour, 16.5 × 16.6 cm; c. 1795. 
Although this naïve, stylised depiction of the Rainbow 
Lorikeet is inscribed ‘painted immediately from nature’, 
it appears to be based on Watling’s painting of the 
bird, in the same pose but a different setting. The 
illustration has similar elements – setting, script and 
tiny feet – to that of the Turquoise Parrot attributed to 
Watling. Such is the tangled provenance of these early 
works. NATIONAL LIBRARY OF AUSTRALIA

THOMAS WATLING Rainbow Lorikeet Trichoglossus 
moluccanus. Watercolour, initialled TW, 19.7 × 20.4 cm; 
1792–1794. Many species were first described from 
illustrations by Watling and the Port Jackson Painter, 
and given a scientific name. However, the Rainbow 
Lorikeet, known as ‘Goeril’ by the Eora, was believed 
to have been named Trichoglossus haematodus by 
Linnaeus in 1771, from a specimen collected in 
Indonesia. Linnaeus’ name stood until recently when 
molecular researchers split the original into seven 
species. Of the three species in Australia, the Rainbow 
Lorikeet is the southernmost. NATURAL HISTORY 
MUSEUM, LONDON

THOMAS WATLING Turquoise Parrot Neophema 
pulchella. Watercolour, signed, 29.3 × 18.8 cm; 
1792–1797. The ‘Turcosine parrot’, Watling noted, ‘is 
a rare bird in N.S.Wales, is of short flight, never seen 
in more than pairs and oftener seen on the ground 
than perched in trees … The feathers of the head, and 
shoulder of the wing, are of the most brilliant lightest 
azure. The strongest quill feathers are equal as to 
cleanness of colour, but of a middling deep mazarine 
blue, tipped with black. The whole of the birds colours 
are delightful; but these most especially, the best artist 
must ever despair of equalling.’ NATURAL HISTORY 
MUSEUM, LONDON
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him as free settlers. Read began a drawing school and 
accepted commissions for portraits and miniatures 
from prominent colonists. Read made a living until 
1825, when Augustus Earle, a younger and more 
accomplished painter, arrived and quickly established 
himself in Sydney.

Earle, the London-born son of an American painter, 
was an inveterate traveller. He made a living by painting 
scenes and people of the many countries he visited 
and was noted mainly for his portraits, landscapes 
and historical scenes rather than for natural history 
subjects. Earle had thoughts of staying in Australia and 
applied for a land grant, which was refused because he 
stated that he had no interest in farming. So, in 1827, 
he reverted to travelling, leaving for New Zealand and 
further adventures, including a period as official artist 
on the Beagle with Charles Darwin in 1832.

Professionals of all kinds were among the free 
settlers arriving in the colony, but positions and markets, 
such as the art market, were limited. In 1834, surgeon 
and talented artist-naturalist James Stuart came to the 
colony. He had difficulty finding worthy employment, 
initially working as a clerk in the office of the Principal 
Superintendent of Convicts and later as an assistant 
surgeon, first in Sydney and then on Norfolk Island. 
Stuart made many distinctive watercolours of natural 
history subjects, including insects and fish. Wherever 
possible, he painted birds in breeding colonies or 
family groups, with eggs or young. His noteworthy 

Top (left): RICHARD READ (from the top) Eastern 
Rosella Platycercus eximius, Musk Lorikeet Glossopsitta 
concinna and Australian King-Parrot Alisteris scapularis. 
Watercolour, 63.2 × 48.7 cm; c. 1820. Read was 
convicted of knowingly holding forged notes and 
transported to New South Wales. Labels on the back 
of the painting indicate that it was sent to his defence 
counsel in England in thanks for his attempts to 
avert Read’s conviction. MITCHELL LIBRARY, STATE 
LIBRARY OF NEW SOUTH WALES

Top (right): AUGUSTUS EARLE Emu Dromaius 
novaehollandiae. Watercolour, 12.7 × 14.9 cm; 1827. 
Earle came to Australia due to curiosity about the New 
World and ‘amused himself by strolling through the 
colony and sketching.’ He soon became established 
as the colony’s leading artist. Apparently, he had more 
interest in people and places than in animals – his 
Emu verges on caricature. NATIONAL LIBRARY OF 
AUSTRALIA

Opposite: JAMES STUART Norfolk Island Thrushes 
Turdus poliocephalus poliocephalus (male at front, 
female at rear) nesting in a Norfolk Island Palm 
Rhaopalostylis baueri. Watercolour, 48 × 52 cm; 
1838–1840. Assistant surgeon James Stuart was 
stationed on Norfolk Island from 1838 to the end of 
1840, at the island’s second, most infamous prison 
settlement. He made paintings of several unique birds 
and other animals and, unusually, illustrated details 
of breeding. The thrush has not been seen since the 
1970s. MITCHELL LIBRARY, STATE LIBRARY OF NEW 
SOUTH WALES
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JOHN COTTON (Clockwise from top left) Yellow-rumped Thornbill Acanthiza chrysorrhoa; 
Grey Shrike-thrush Colluricincla harmonica; Musk Duck Biziura lobata. Pencil, ink and 
watercolour, 32.7 × 22.1 cm; c. 1844–1849. Cotton noted that ‘the Musk Duck is often 
seen in the lagoons. It is a solitary bird & chases all other ducks from the same lagoon, 
where it appears to enjoy its supremity throwing up the water behind it with considerable 
noise by means of its feet. This bird has a curious purse like appendage to the under 
mandible, but what its use is I cannot state.’ LA TROBE COLLECTION, STATE LIBRARY 
OF VICTORIA

WILLIAM BUELOW GOULD Various species. Oil on canvas, 68.5 × 58.5 cm; c. 1840. A 
trophy painting in which a European Hare and Ring-necked Pheasant hang curing beside 
four poorly detailed native Australian birds: a Musk Lorikeet, Bassian Thrush (?) and 
Scarlet Robin dangle from a hook and a highly stylised rail (?) lies curled on the shelf. 
The hare and pheasant are probably painted from memory. The hare was introduced to 
Tasmania in about 1839 but it did not establish at that time, and pheasants are thought 
to have first been imported into Australia in the late 1850s. W.B. Gould made several 
versions of this painting, which indicates that it was a successful formula. Such paintings 
aimed to show that Tasmania was a civilised place with abundant resources, and fed 
nostalgia for a former life. ART GALLERY OF SOUTH AUSTRALIA
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have been issued in parts between 1842 and 1847. 
The artists were Oudart, Prévost and Jacques Werner, 
the latter another talented natural history artist and 
a comparative anatomist at the Muséum d’Histoire 
Naturelle in Paris.

Between 1831 and 1866, French watercolourist 
and lithographer Édouard Traviès de Villers regularly 
exhibited works at the Paris Salon. He was primarily 
known for his paintings of natural history subjects, 
especially birds. His artwork was regarded as some of 
France’s finest for the period, albeit decorative rather 
than ornithological. His greatest published work, Les 
Oiseaux les Plus Remarquables par Leurs Formes et 
Leurs Couleurs (1857), brought together his previously 
published lithographs, including some of Australian 
parrots. The large folio of seventy-nine lithographs of 
bird portraits, in finely executed settings, was released 
simultaneously in London and Paris.

Later popular artists, cashing in on the rage for 
parrots and other brightly coloured Australian birds, 
particularly cagebirds, included Englishman Harry 
Bright. To distinguish himself from his father Harry 
Bright senior, who painted not dissimilar sentimental 
scenes, Bright signed himself Hy Bright.

The Germans also embraced big bird books, 
especially on parrots, as aviculture of exotic species 
took off. In the 1870s, after the Franco-Prussian War, 
Berliner Gustav Ludwig Heinrich Mützel, who had 
earlier worked with Blandowski, became famous for 
his mammal and bird paintings for collectable natural 
history tomes. He was commissioned to illustrate 
several encyclopedias and supplied a large number 
of illustrations for the German Ornithological Society. 
Anton Reichenow at the Humboldt Museum – the 
most prominent German ornithologist of his day – 
recruited Mützel to complete Vogelbilder aus Fernen 
Zonen: Abbildungen und Beschreibungen der Papageien 
(1878–1883), which included thirty illustrations of all 
parrots known at the time, many of them Australian.

The last major bird painter of the nineteenth 
century was John Gerrard Keulemans. Among other 
works, he was commissioned by Sharpe to illustrate 
Monograph of the Alcedinidae, or Family of Kingfishers 
(1868–1871). Sharpe, then a young librarian at the 
Royal Zoological Society of London, had begun working 

HARRY BRIGHT (Clockwise from top left) Paradise 
Parrots Psephotellus pulcherrimus; Australia Ringneck 
Barnardius zonarius; Budgerigars Melopsittacus 
undulatus; Flame Robin Petroica phoenicea; Superb 
Lyrebirds Menura novaehollandiae. Watercolour,  
25 × 18 cm; c. 1870. Bright was a British painter who 
specialised in birds, but his sentimental work was 
intended to be decorative rather than ornithologically 
accurate. Although these species did not occur 
together in nature, because of their presence in 
aviaries they would have been among the most popular 
and familiar Australian birds in Britain. JB HAWKINS 
ANTIQUES

Opposite: ÉDOUARD TRAVIÈS DE VILLERS Sulphur-
crested Cockatoo Cacatua galerita. Hand-coloured 
lithograph, 59.6 × 41.3 cm; c. 1846. Traviès was a 
French watercolourist, lithographer and illustrator, 
whose art was much admired. Between 1831 and 
1866, he regularly exhibited natural works at the Paris 
Salon. He was one of the first fine artists to depict 
birds within habitat, although it was questionably 
‘natural’ habitat. NATIONAL LIBRARY OF AUSTRALIA

on the monograph when he was just seventeen and 
self-published it four years later. Only 200 copies were 
printed, so it quickly became a rarity.
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IAN ROBERTS New Holland Honeyeater Philodonyris 
novaehollandiae. Watercolour with gouache highlights, 
42 × 32 cm; 1996. The Honeyeater provided a contrast 
to the subtle, Monet-like colours of the Lemon-
flowered Gum Eucalyptus woodwardia, a favourite of 
Roberts. Roberts still operates a gallery at Blythe in 
South Australia, but is concentrating on completing 
his lifelong project of growing and painting all the 
Eucalypts, Angophoras and Corymbias.

Top: KRYSTII MELAINE Malleefowl Leiopoa ocellata. 
Oil on canvas, 46 × 127 cm; 1998. Melaine noted: 
‘Watching these three captives, I noticed that the 
unusual postures and actions of preening caused the 
feathers to separate so that the markings of each one 
could be seen and studied. I depicted the birds in a 
neutral space as a visual celebration of bold patterns 
and harmonious colours, both to enjoy as a whole and 
to study in detail.’ Melaine now lives and paints in the 
USA. PRIVATE COLLECTION, AUSTRALIAN CAPITAL 
TERRITORY

JANET FLINN Hooded Parrots Psephotus dissimilis 
(male at left, female). Watercolour and gouache,  
51 × 33 cm; 1998. Flinn was inspired by ‘the elegance, 
poise and beautiful colouring of the Hooded Parrot.’ 
She recently retired from painting.

Bottom: MICHAEL OBERHOFER Barking Owl Ninox 
connivens (in atypical habitat). Oil; c. 1995. Oberhofer 
began painting birds in his late twenties and soon 
expanded to other subjects: ‘anything that attracts, 
inspires, affects or challenges, and sometimes, as loath 
as I am to admit it, whatever pays.’ He believed that all 
art should be interesting and entertaining, and in the 
case of what he called ‘high art’, should challenge, 
change, or force the viewer to think or feel. In recent 
years, he mainly painted birds for an online guide to 
the birds of North America, which intends to expand to 
other regions.
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ORNITHOLOGIST, ARTIST AND WRITER, PETER 
Slater could be said to be the modern equivalent 
of Neville William Cayley. Both published ground-
breaking, highly successful field guides to 
Australian birds, reprinted many times, and both 
wrote about and illustrated butterflies. Both 
knew birds well in the field. More than any of his 
contemporaries, Slater developed his art in the 
public eye, chronicled in the many publications 
containing his work. His rare but successful 
exhibitions marked stages in his progress and 
delineated the beginning of new phases in his 
work. Beginning in the 1960s, he illustrated, with 
photographs or paintings, more than twenty books 
on birds and reckoned that he painted every 
Australian bird no fewer than four times.

Slater was born in Western Australia. His 
biology teacher Mildred Le Souêf, of the well 
known family of naturalists, and biologists Vincent 
and Dom Serventy, J.D. MacDonald and David 
Ryde, all had a big influence early in his life. He 
trained as a teacher and started his artistic life 
as a bird photographer. His exceptional images 
of birds won numerous awards at international 
exhibitions and, in 1964, earned him a place as 
an Artiste of the Fédération Internationale de l’Art 
Photographique.

In 1966, Slater moved his young family to 
tropical north Queensland – where he soon lost 
half a lifetime’s collection of photographs to fungus 
and damp. He turned his creative energies to 
painting, in which he had dabbled since about the 
age of eight. The next year, he gave up teaching 
and became a professional wildlife artist.

With no formal art training, which he later 
regretted, Slater learned by doing and by studying 
other artists. He enjoyed Dutch still-life paintings, 
particularly the ‘banketjes’ of Willem Claesz Heda 
and Pieter Claesz from the seventeenth century, 
and developed a similar technique, which involved 
underpainting in white on a dark background, then 
colouring with many thin glazes.

Slater started with gouache, but soon switched 

PETER SLATER

(17 OCTOBER 1932–28 MAY 2020)

to acrylic because, as he said, it is quick-drying, 
permanent and easily corrected. Occasionally, 
he turned to oils, watercolour and pastel, but he 
always preferred pencil and some of his finest 
work is in that medium. Typically, he painted from 
recollection and direct observation, sometimes 
from a bird he captured and held temporarily, only 
rarely referring to his photographs. To develop a 
painting, he began with a rough thumbnail sketch, 
progressed it through a drawing and perhaps a 
pastel to resolve lighting, to a final on canvas or 
paper, finishing the background before adding the 
bird.

PETER SLATER Yellow Rosella Platycercus caledonicus. 
Acrylic.

Opposite: PETER SLATER Pink Robin Petroica 
rodinogaster (male). Acrylic.
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PETER TRUSLER

Gardens, published in 1980. He expected it to be an 
uncomplicated task, painting familiar birds, and was 
chastened to find how little he really knew about the 
appearance of even the most common species. Nor was 
the artwork straightforward. He quickly discovered 
that he had to avoid clutter and highlight the bird, 
adopting a somewhat stark photographic style, with 
slightly blurred background and a focus on the detailed, 
textural qualities of the bird and its foreground setting.

PETER TRUSLER’S ARTISTIC TALENT WAS EVIDENT 
early, from about the age of eight. He later studied 
traditional, tonal, impressionist oil painting with Jessie 
Merritt, a Ballarat artist, and completed a zoology 
degree and PhD at Monash University.

In 1974, Trusler was a foundation member of the 
Wildlife Art Society of Australasia. Later that decade, 
he painted the eighty illustrations that established his 
reputation as a wildlife artist, for Birds of Australian 

By the early 1980s, Trusler had begun to shift away 
from factual realism in his art, instead aspiring to 
paint animals in the manner of Rembrandt’s emotive 
portraits of humans or Jackson Pollock’s powerful 
abstract expressionism. The connection between the 
two may not be immediately apparent but, as Trusler 
says, ‘the technique, style, genre or preferred subject is 
merely the stand on which you hang your hat. I’m most 
interested in the hats!’ He uses birds metaphorically, 
to convey ‘expressively emotional states’ even though 
they are realistically portrayed, based on studies of 
actual individuals.

Trusler also applies his passion for realism to his 
scientific work, which he regards as ‘illustration, albeit 
with artistic qualities.’ He enjoys the involvement with 
science, which, he says, provides income and helps to 
keep his mind open. His illustrations – most notably 
his fabulous, dynamic reconstructions of prehistoric 
Gondwanan wildlife – have featured in numerous 
popular and scientific publications. Yet, Truslet does not 
regard himself as a wildlife artist. Rather, he produces 
a diversity of work, sometimes returning to birds, and 
defies labelling.

Opposite: PETER TRUSLER Australian Magpie 
Gymnorhina tibicen. Oil on linen, 40.6 × 40.6 cm; 2020. 
‘Magpie Dive’ is Trusler’s comment on the state of the 
world and the plight of Australia’s birds following the 
increasingly severe summer fires of the past decade.

PETER TRUSLER Eastern Bristlebirds Dasyornis 
brachypterus. Oil on linen, 40.6 × 40.6 cm; 2016. 
Titled ‘Edge Effect’, Trusler’s painting references the 
endangered bristlebird’s struggle to survive in the 
human world.
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SALLY EDMONDS

leans towards realism but deliberately veers away from 
the traditional style of portraying wildlife, preferring to 
use a bolder style with visible marks, large size, negative 
space, dramatic light and exaggerated colour. Unlike 
many wildlife artists, who claim not to use photographs, 
Edmonds always refers to them. She likes what the 
camera can reveal that isn’t otherwise evident:

Sometimes the curve of a beak will have, I 
don’t know, turquoise on it or bright pink, just 
where the light is falling on the curve, which 
you wouldn’t see with your eye. The black-
cockatoos, I absolutely love the colours. You 
look and say, ‘Well, it’s black.’ No, it’s not. 
There’s a million colours there. There’s so many 
different shades of blue and turquoise, purple.

SALLY EDMONDS SETTLED IN AUSTRALIA IN 2012. 
Her background was in graphic design, yet it took the 
combination of a boring job, a pet Budgerigar and 
wildlife painting websites to trigger a return to art and 
an enthusiasm for Australian wildlife:

In England, where I come from, you don’t get 
really pink birds anywhere. Birds here are so 
raucous and so loud and dramatic. I love that 
and I love how dramatic the landscape is here 
and how dramatic the plants are. Some of them 
look like they come from Mars. The birds are 
the same. They’re so exciting to an artist!

Edmonds spends most days in her little studio in 
Kalamunda, where metropolitan Perth meets the bush. 
Her main medium is pastel and coloured pencil. She 

SALLY EDMONDS Galahs Eolophus roseicapilla. Acrylic 
on canvas, 124 × 124 cm (framed); 2020.

Opposite: SALLY EDMONDS Splendid Fairy-wren 
Malurus splendens. Pastel and coloured pencil, 74 × 
74 cm (framed); 2020.

To Edmonds, capturing the character of the 
individual is most important, then colour, then 
composition. Backgrounds aren’t of interest unless 
the painting cries out for one. Her ultimate goal is ‘to 
create detailed images of birds so that the observer 
cannot miss a single aspect of their beauty, to show 
that a bird is never “just a bird.”’


