
Double Visions

May 8 – September 4, 2016

The Art Complex Museum’s collection 
now numbers over eight thousand 
pieces, the majority in four areas: 

Shaker Furniture, American Paintings, Works 
on Paper and Asian Art. We continue to 
collect and have acquired work directly from 
artists, from galleries and at auction, as well 
as from our own exhibitions. A number of 
artists in our collection are still very active, 
making and exhibiting work. For this 
exhibition we invited a dozen artists currently 
in the collection to show new work. In turn, 
we asked each of them to invite an artist of 
their own choosing. We simply said,“Invite an 
artist whose work you admire.” We had one 
condition: the artist could not have shown 
at the museum. We hope this exhibition will 
bring a great deal of new work to our visitors, 
inspire the artists in their own creativity 
and expand our mission to a new group of 
talented artists. 

Our artist list with their invited guests: 
Jesseca Ferguson, Caleb Cole; Lisa Howard, 
Alyn Carlson; Mark DelGuidice, Lisa and 
Scott Cylinder; Judith Brassard Brown, 
Catalino Viejo; Sue Aygarn Kowalski, Yoko 
Zelsterman-Miyaji; Phyllis Berman, Marilu 
Swett; Brad Story, Nina Fletcher; George 
Nick, Julia von Metzsch; Eric Aho, Toby 
Bartles; Dot Krause, Merike van Zanten; 
Mitch Ryerson, Liz Welch; Jessica Straus, 
Antoinette Winters; Chris Gustin, Barry 
Bartlett.

Craig Bloodgood, 
Contemporary Curator

Complexities
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Sue Aygarn-Kowalski, Carver, Massachusetts, Functional Striking Tools, 2014 – 
2016, ebony, delrin, purple heart, steel, sterling silver, tulip wood, copper, bronze, 
yellowheart, cocobolo 

Yoko Zeltserman-Miyaji, Boston, Massachusetts, Nocturne: Four Seasons, 2014, 
mahogany, oak, roiro (black) urushi, colored urushi, pigment, cotton linen, egg 
shell, mother of pearl, hand-fabricated, coated and turned brass knobs, kawari 
nuri polishing technique



2

The Art Complex Museum Volunteers

A NOTE FROM THE DIRECTOR

In order to celebrate The Art Complex Museum’s forty-
fifth anniversary, some exciting renovations are taking 
place. The Japanese garden at the Tea Hut, Shofuan, is 
being updated and renovated thanks to the planning and 
design of Rose Marques, of LandMarques, Providence, 
Rhode Island. Mary Curran, a member of the museum’s 
staff, has worked closely with Marques on this project. 
Final drawings will be unveiled during the first tea 
ceremony of the season on Sunday, June 26, 2016. The 
garden was originally designed and installed by Margaret 
Connors in 1981 with modifications done in 1990.  

Marques graduated in 2007 from Harvard University’s 
Landscape Institute where she specialized in historic 
landscape preservation. She began her landscape and 
maintenance company in 2008. She is certified in land-
scape design and has done work for the National Park 
Service (Olmstead Center for Landscape Preservation, 
Boston unit). She works on gardens in Massachusetts and 
Rhode Island. Respectful of the fragile character of the 
environment, she uses hand tools and organic products.

To make the tea presentations more enjoyable, new 
plantings will be installed. Japanese grasses will make 
the surface area more attractive as well as more durable 
as Japanese grass is drought and shade tolerant. They 
do not need as much watering or cutting as the present 
grass. Sightlines will be improved with the relocation of 
the water basin, tsukubai, to the right of the tea house 
so that tea masters and participants do not have their 
backs to the audience. A new entrance gate will welcome 
visitors and set off the area as a special place. Some of 
the original stone benches will be relocated back to the 
garden so that visitors can sit and meditate, or, if guests 
at the ceremony, wait for the tea presentation to begin.

Staff List

CHARLES WEYERHAEUSER, Museum Director

SUE AYGARN-KOWALSKI, Preparator

CRAIG BLOODGOOD, Contemporary Curator

DORIS COLLINS, Community Coordinator/Education Assistant

MARY CURRAN, Assistant to the Director

LAURA DOHERTY, Communications Coordinator

ALICE R. M. HYLAND, PhD, Consulting Curator

SALLY DEAN MELLO, Education Coordinator

CHERYL O’NEILL, Art Librarian

WILLIAM THOMAS, Building and Grounds Maintenance

KYLE TURNER, Collections Assistant

MARY WALLACE, Bookkeeper

MAUREEN WENGLER, Collections Manager

The Wind-in-the-Pines Tea Hut, Shofuan, was built 
in Kyoto, Japan in the late 1960’s, and shipped to Dux-
bury as containerized cargo. It was originally opened to 
the public in 1975 with the inaugural tea presented by 
Gertrude Hori from the Urasenke School of Tea, Bos-
ton Chapter. The hut was dedicated to long-time family 
friend, consultant and scholar Kojiro Tomita and his wife 
Harriet. Kojiro Tomita served as Curator of the Depart-
ment of Asiatic Art at the Museum of Fine Arts, Boston. 

If you have not experienced a tea ceremony at The Art 
Complex Museum, it is worthwhile attending one to see 
another aspect of Japanese culture. The 2016 tea ceremo-
nies are scheduled on three Sundays at 2:00 pm: June 26, 
performed by Aiko Somi Rodgers; July 31 and Septem-
ber 25, performed by Glenn Sorei Pereira.

 Charles Weyerhaeuser,  
Museum Director

Wind-in-the-Pines Tea Hut
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Although printmaking developed from a desire to 
produce an image in multiples, the practice intrinsically 
evolved as a means of artistic expression. By simultane-
ously displaying separate state impressions of etchings in 
the museum’s Rotations Gallery, we encourage viewers 
to investigate artists’ processes and intentions as well 
as compare posthumous impressions — printed after 
the creator’s death. In printmaking, a state refers to all 
impressions, or copies, pulled (printed) before additional 
changes are made to the printing matrix (i.e. the copper 
plate). Changes made to the plate are reflected in subse-
quent impressions.

At first, two impressions of Camille Pissarro’s etching, 
Vue de Rouen, from the museum’s permanent collection 
may appear identical. After further observation, however, 
they reveal themselves as separate state impressions with 
individual characteristics. Formal variations between the 
two Vue de Rouen impressions testify to printmaking’s 
artistic variability. The images originate from the same 
etched plate. Still, one is ethereal, subtle and quiet, and 
the other, in contrast, is loud and harsh. However, nearly 
all of the thoughtful line work is shared between the 
two. Dissimilarities can be partly attributed to Pissarro’s 
development of the plate between states, as well as the 
extent of time the plate spent being bitten, or systemati-
cally corroded, in the acid bath.  

The first-state-proof impression (a proof is a test print 
made to check on a plate’s development) of Pissarro’s 
etching is lighter than the third-state impression. The 
later impression’s uniformity of tone, as well as its lack of 
depth and ethereal quality, may also be attributed to its 
printer. The proof impression dates from 1884, and was 

The collecTion: impressions of Variability

Camille Pissarro, 1831-1903, France, Vue de Rouen (View of Rouen), 1884, etching, drypoint and aquatint

likely inked and printed by Pissarro himself. The later 
state impression is from an edition pulled in 1920, after 
Pissarro’s death. Stamped initials, C. P., appear in reddish 
brown ink where Pissarro’s signature and printing nota-
tions would be. The posthumous impression of Vue de 
Rouen was printed in a limited edition of fifty.

Pissarro took both deliberate care and liberties in all 
stages of printmaking, including inking and wiping his 
plates, a task that was at the time popularly done by a 
professional printer. The French impressionist looked 
for inspiration in the etchings of the American artist 
James McNeill Whistler (1834–1903). In admiration of 
Whistler’s technique, Pissarro wrote, “no professional 
printer could substitute for him, inking is an art in itself 
and completes the etched line. Now we would like to 
achieve suppleness before the printing.”1 Similarly, Pis-
sarro’s subtle intent in this stage of printing may not have 
been properly reproduced by professional printers and, 
because it was not suitably consistent, it did not lend 
itself to large editions. Reproducibility was, however, the 
least of Pissarro’s concerns. He mostly pulled proofs and 
few editions were published during his lifetime. Con-
sequently, his printed work was not popularized until 
posthumous editions were pulled, as requested by the 
artist’s heirs.

Camille Pissarro not only was crucial to the Impression-
ist and Post-impressionist painting movements; but also 
his abundant inventiveness extended into printmaking. In 

A. Lifetime impression B. Printed in 1920, no.39 from posthumous edition of 50

1 Pissarro: Camille Pissarro, 1830-1903; Hayward Gallery, London, 30 
October 1980–11 January 1981, Grand Palais, Paris, 30 January–27 April 
1981, Museum of Fine Arts, Boston, 19 May–9 August 1981. (London: 
Arts Council of Great Britain, 1980); 193.
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addition to key contributions to the development of paint-
ing in the nineteenth century, Pissarro participated in what 
is known as the etching revival, a period of innovation and 
renewed interest in the etched and printed medium.

Partially a reaction to the perceivably trite, mechanical 
nature of photography and reproductive etchings, and 
partially a mutual effort by painters to represent the impres-
sionistic effects captured in their paintings, the etching 
revival reintroduced the painter-printmaker. These artists 
looked to notable nineteenth-century etchers such as Whis-
tler and Meryon, but their revivalist label comes from their 
kinship with seventeenth-century Dutch master etchers. Of 
these masters, Rembrandt Harmenszoon van Rijn (1606–
1669) assumed the role of exemplar.

Rembrandt’s etched work was so individual in technique 
and aesthetic that it could not be grouped with the work 
of his contemporaries. His unstructured and untraditional 
etching process had little influence during his time, outside of 
his own group. Over two hundred years later, French artists 
of the etching revival looked to Rembrandt’s etchings for 
guidance. They sought to emulate formal qualities with which 
Rembrandt’s work is associated; qualities such as multidi-
rectional line-work and dramatic lighting effects. The Dutch 
artist combined multiple intaglio techniques to describe form 
and convey a mood. Similarly, Pissarro deployed “a veritable 
cuisine of intaglio processes”2 in search of the ethereal effects 
found in Impressionist painting. His combination of tech-
niques, including soft-ground etching, aquatint, and drypoint, 
was unorthodox and experimental.  By implementing these 
techniques Pissarro and his contemporaries were able to 
achieve fluid, varying qualities that speak directly of the art-
ist’s hand. Such characteristics are shared with drawing but, 
at the time, were seldom seen in prints.  

Another approach, adopted from Rembrandt by the 
revivalists, is the lack of fear when it came to reworking 
plates. Pissarro especially shared Rembrandt’s tendency to 
radically develop plates from state to state, transforming 
compositions and balance of light. The ability to explore 
an image’s possibilities and consequently transfigure the 
viewer’s perception, without losing earlier versions, was very 
appealing to Pissarro. For him, variability in etching out-
weighed the importance of reproducibility. 

The pair of Pissarro prints motivated our subsequent 
observations of another pair of prints; two states of Rem-
brandt’s Christ at Emmaus, the larger plate, 1654, from the 
museum’s permanent collection. In comparison with previ-
ously documented evaluations3 of the four different states, 
print “A” is consistent with the second-state impression and 
print “B” is consistent with the fourth state.

Generally “A” is lighter and airier than “B.” The darker 
variation, “B” is consistent with the life of the plate— 
continued printing causes the rough edges, or burr, of the 

incised drypoint line to hold less ink and eventually wear 
away faster than the etched lines. In “A” rich velvety lines, 
such as those seen on the drapes and the hat and arms on 
the rightmost figure, show evidence of drypoint. These 
marks are absent in “B.” More burr is visible around the 
far left figure’s feet in “A,” causing increased tonal defini-
tion. With additional biting etched lines become more open, 
allowing the recesses to seize more ink and print darker. 
Print “B” shows little to no burr, but darker etched lines 
overall. Vertical shading on the front left table leg contin-
ues to the floor in “B,” a characteristic of the fourth-state 
impression.

Several printers produced posthumous Rembrandt prints, 
beginning with Claude Henri Watelet from 1768 to 1786. 
A skilled printmaker, Watelet owned up to eighty-three 
Rembrandt copper plates. He was apparently the first to 
rework some of the plates with the intention to restore them 
in order to print fine impressions, but he was not the last.  

Although requiring close scrutiny, another factor in help-
ing determine lifetime, as opposed to posthumous prints, 
is the type of paper utilized in printing. Generally, scholars 
have concluded that most of Rembrandt’s lifetime prints 
were done on Japan paper, a thin tissue that enhanced Rem-
brandt’s representation of light. Some originals were also 
done on double layers of Japan paper. On the other hand, 
Rembrandt also printed on laid, rag paper (European) when 
it was available to him. For him, choosing paper that best 
complimented the image was yet another instance of vari-
ability in the mechanical stages of printing.

As seen closely through the naked eye and by dealer 
record, the museum’s print of Christ at Emmaus, the large 
plate “A,” is on laid paper. In studying print “A,” one finds 
evidence of etching and drypoint details found in lifetime 
impressions  — this one may just possibly be one on laid 
paper. The intrigue of a potential lifetime impression is 
certainly strong and the research is yet to be complete in the 
hope that we may find “A” to be a true original impression 
by the hand of Rembrandt van Rijn.

By definition, a fine-art print is original only if the art-
ist both conceived the image and had a direct hand in the 
production of the print. This is not to say that well-crafted 
posthumous prints are not valuable, but they are less valu-
able monetarily than lifetime prints. Of course, their intrin-
sic artistic and educational significance is determined by the 
extraordinary influence that innovative artists, particularly 
Rembrandt, have had on the history of art and the develop-
ment of etching.  

The many factors of print states are a testament to the 
variables that can be explored in multiple, but nonetheless, 
genuine fine-art prints. With hopes of shedding light on print-
making processes and the multiplicity of approaches in even 
the most mechanical stages of the printmaking, the museum 
collections’ team has decided to display different state impres-
sions of Pissarro’s Vue de Rouen, from September 25, 2015 
to March 17, 2016, and Rembrandt’s Christ at Emmaus, the 
large plate from February 7, 2016 to April 24, 2016.

Kyle Turner, Collections Assistant 
Maureen Wengler, Collections Manager

2 Camille Pissarro: Exhibition, Sydney, Art Gallery of New South Wales, 
19 November 2005–19 February 2006, Melbourne, National Gallery of 
Victoria, 4 March–28 May 2006]. (Sydney: Art Gallery of New South 
Wales, 2005); 64.
3 Usticke, Gordon W. Rembrandt’s Etchings; States and Values. Narberth, 
Pa.: Livingston Pub., 1967. 
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Rembrandt van Rijn, 1606-1669, Netherlands, Christ at Emmaus, the larger plate, 1654, etching and drypoint

A. Possible lifetime impression, with detail

B. Posthumous impression (post 1846 by Auguste  
Bernard), with detail
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Duxbury Art Association Annual Winter Juried Show

February 7 – April 24

BENGTZ GALLERY

The Duxbury Art Association (DAA) has held their 
Annual Winter Juried Show at the museum for forty-two 
years. This popular exhibition encompasses artwork by 
artists from all over New England but predominantly 
from the Metropolitan Boston, South Shore and Cape 
Cod areas.

Artists enter work in all mediums and a panel of 
working artists and art educators select approximately 
one hundred pieces for exhibition. Cash awards are given 
in each category for First Place and for Best in Show. 
Ribbons are awarded for Second, Third and Honorable 
Mention. Volunteers orchestrate the process of bringing 
the show to the public under the direction of the DAA 
and museum staff. 

Founded in 1917, the Duxbury Art Association is one 
of the oldest arts organizations in the country. The orga-
nization has attracted and nurtured some of America’s 
greatest artists including DAA founders, Charles Bittenger, 
John Singer Sargent, and Frank Benson.

Marcia Ballou, Marshfield Massachusetts, Hullaballou, 2014, 
mixed media collage

pHOENIx GALLERY

Lisa Daria Kennedy: Daily Paintings

May 22 – August 14

Lisa Daria Kennedy, Hingham, Massachusetts, Devoid, 2015, oil 
on board

Lisa Daria Kennedy has been making one small paint-
ing every single day for the last nineteen hundred days. 
After five years, she has no intention of stopping. Having 
cancer as a young adult, Kennedy discovered living is not 
just surviving. At age twenty-nine she was a lead artist in 
the giftware industry when she was diagnosed with Non-
Hodgkin’s Lymphoma. After six rounds of chemotherapy, 
one month of radiation, and now, years of monitoring 
to make sure she’s still cancer free, her perspective has 
changed. Young and faced with an existential crisis, she 
questioned: Who was she?; What does it all mean?; Psy-
chologically, existentially, transcendentally — what can a 
life amount to? 

She says, I was acutely aware of all the time I’d wasted 
and the things I put off — like painting. But, like a lot of 
artists, I had trouble working up momentum. After all I 
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had been through, the idea of starting an artistic project 
and failing was terrifying. I had a moment of clarity and 
pared the creative process down to this one idea — show 
up for the job. I treat creativity like a disembodied spirit 
and I simply must be present daily to receive it. I started 
showing up for my new job in 2009 and without excuse I 
wake up every day at 5:00 am and I paint.

Continuous painting is by far the most effective way to 
improve creativity and image-making skills. The benefit 
of creating one small painting a day stems from the act 
of routine as practice. Painting every day is not a new 
idea. I quickly found a lineage of painters I had already 
admired, like Charles Hawthorne and Edwin Dickinson 
who created ‘premier coup’ or ‘at first crack’ paintings — 
small observational works created in one sitting.

When I paint my pieces, I too, work primarily from 
direct observation. My technique is to make a mark and 
leave it — no fussing. I restrict myself to a limited color 
palette, six primaries consisting of three cools, three 
warms, plus pink and white. I use only two brushes and 
paint on the same type of surface each day — unprimed 
Masonite. Each painting takes between one to three 
hours to complete. At the end of the day, I scan the 
painting, number and title it. Each title reflects something 
that happened during the day, like a journal entry. Finally, 
I post the piece to a blog and disperse it through social 
media to over two thousand followers, worldwide. For 
those who follow my blog, the paintings chronicle events 
in my life yet the subject matter, itself, staves off the 
worry.

I find that routines are simultaneously freeing and 
grounding. Through daily practice comes inspiration, 
growth and confidence because this type of project is 
about process and not the finished product. In short, my 
philosophy is that you cannot have the good without 
the bad. This daily practice allows a natural progression 
of skill and self analysis while removing the anxiety 
of a final piece. The cumulative process is the end 
product. If painting number eleven doesn’t work out 
as expected, there is always number twelve (or number 
1901). For myself and other artists, the act of creating 
in a meditative daily (or almost daily) gesture reflects an 
intense focus and patience and lends itself to heightened 
perception.

Lisa Daria Kennedy, Hingham, Massachusetts, General Store, 
2015, oil on board

Lisa Daria Kennedy, Hingham, Massachusetts, Mink Terrain, 
2015, oil on board
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Charyl Weissbach, Boston, Massachusetts, 
Lyre Series, No. 3, 2015, encaustic and 
mixed media on panel  

pHOENIx GALLERY

Compelling Progressions: Explorations in Encaustic
Pat Gerkin, Donna Hamil Talman, Charyl Weissbach

February 21 – May 15

Three New England artists, working 
in the ancient medium of encaustic, 
have encouraged each other to think 
and work “outside the box” while 
investigating the fascinating and 
diverse medium of encaustic. Encaus-
tic is experiencing a renaissance. The 
basic processes involved (e.g. heating, 
cooling, building up and scraping back 
layers of wax) invite you to ponder 
the cycles of life. One is reminded of 
renewal in nature, as well as its some-
times disruptive forces, all of which 
nourish transformations within our 
art and ourselves, continually creating 
new stories.

Pat Gerkin’s paintings examine the 
space between the physical world and 
the inner world. In her Liminal States 
Series, she focuses on that which is 
not ordinary, extracting truth from the 
natural world and its many manifes-
tations of birth, death, and renewal. 
This series seeks to exalt and admire 
the natural world and the intercon-
nectedness of all things. Pat employs 
an intuitive process to uncover what 
is beneath the surface, to depict the 
paradox of constancy/change, static/
shifting ground, and the unrelenting 
passage of time.

Donna Hamil Talman’s art explores 
the way life of the earth, sea and the 
body evolves. In deep time, the pro-
cesses of nature are continuous —  
everything morphing into some-
thing else. Surfaces also do not tell 
the whole story. In these works, the 
surface is stripped away to reveal what 
lies within. Appreciation of these natu-
ral evolutionary processes heightens 
attention to the ways in which we may 
be making unlivable the very creation 
we need for life itself.

Charyl Weissbach’s paintings are 
epitomized by musical elements that 
create an exquisite counterpoint and 

Pat Gerkin, Greenland, New Hampshire, 
Unfamiliar Terrain, 2015, encaustic, pig-
ment oil sticks, metal leaf on panel

symbiosis between the ethereal and 
physical worlds. Her work puts an 
abstract eye on nature’s details that 
are often overlooked, yet fit seamlessly 
like symphonic sounds to proclaim 
beauty and magnificence. It has a 
sublime quality that surrounds and 
embraces.

The shared values of these three 
artists are striking. They are driven by a 
commitment to nature, balance and our 
earth. All use mixed media to accom-
plish their individual visions while 
focusing on the oft-missed details.

In a group statement about the 
exhibition, the artists say, “In an 
age of heightened awareness of our 
endangered environment, we turn 
inward to create powerful works as 
a compelling reminder that we are 
stewards of the planet on which we 
live. We demonstrate a deep respect 
for the elements of nature by explor-
ing transformational and historical 
progressions in distinctly different 
ways. We explore the earth’s rhythmic, 
almost musical-like aspects as well as 
the more dissonant effects of modern 
civilization. Our art aims to recognize 
the mysterious in life-affirming natural 

movements through time and space by 
focusing on the underlying forms. We 
look to nature to mine the mysteries 
of the universe and our shared histo-
ries in order to create and continually 
reshape our lives and our world.”

Donna Hamil Talman, Worcester, Massa-
chusetts, Timeless the Flow, 2012, encaus-
tic, ink, pencil, pen, oil pastel 
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Paul Bloodgood

August 21 – November 6

pHOENIx GALLERY

Talking about his work in 2010, New York painter Paul 
Bloodgood said, My paintings take landscape as their 
subject and as a conceptual point of departure. I begin 
with preparatory collages made out of parts and details 
taken from other landscape painters as well as from pho-
tographs and drawings. Pollock’s Black Enamel paint-
ings, Cezanne’s late works, and the landscapes of the late 
Ming Dynasty painter Tung Ch’i-Ch’ang are a few of 
the sources I draw from. The collage process allows me 
to reorient the foreground, midground, mountain, and 
sky organization characteristic of landscape painting and 
reconceive it as a dynamic that changes at every scale of 
time and place. Illogical spatial relations, inconsistencies 
of scale, imbalanced masses, and ambiguous transitions 
become the organizing principles of the paintings, and 
they create a structural dissonance that is incompatible 
with representational depictions of landscape. But as 
these elements of space change position, a very different 
perceptual field of vision opens, and human activity takes 
shape with the wind, trees, and rivers.

I’ve come to the realization that a landscape is part of 
a larger energetic system that it is not constant in form, 
structure or proportion; and that any attempts to capture 
both the rough topography and the sensorial experience 
of landscape in painting must include an active human 
presence. The essential reality of nature is not separating, 
self-contained, and complete in itself. Rather, nature’s 
unfolding truth emerges only with the active participa-
tion of the human mind. I believe that painting’s particu-
lar calling is to initiate this type of engagement. I also 
believe that the traditions of abstract painting (such as 
those developed by the three artists I mention above) are 
particularly suited to the task. Abstraction’s imperative to 
grant the medium priority over the subject matter allows 
for an exploration of the expressive capability of line as 
an embodiment of naturalistic form and of human values.

Paul Bloodgood was born in 1960 in Nyack, New 
York. He graduated from Duxbury High School in Dux-
bury Massachusetts in 1978 and received a Bachelor of 
Arts in painting from Yale University in 1982. In 1990, 
he co-founded New York’s influential AC Project Room, 
an artist-run commercial gallery. In the 1990s, his work 
was shown in New York at both Gavin Brown’s Enter-
prise and 303 Gallery, during which time he also made 

Paul Bloodgood, Jackson Heights, New York, Study for Houses 
and Trees, 2008, oil on linen

an artist’s book of his text collages for Matthew Higgs’ 
Imprint 93 publishing project. In 2002, he received a 
Masters in Fine Arts from the Maine College of Art. He 
has taught at Tyler School of Art, Rutgers University 
and The Cooper Union. In 2002, he began working as a 
colorist for Martha Stewart Omni Media, and in 2003, 
developed a 350 color interior house paint palette, based 
on Paul Klee’s color systems for the Bauhaus. The project 
was finished in 2006 and was sold at Lowes Home Cen-
ters across the country. He has shown at the White Col-
umns Annual Exhibition, selected by Clarissa Dalrymple, 
David Zwirner Gallery in New York, and at Wilkinson 
Gallery in London. In 2009, he was awarded an Artist 
Fellowship from the Guggenheim Foundation. In 2014, 
at the age of fifty-three, Bloodgood was diagnosed with 
Alzheimer’s Disease. He is the brother of museum Con-
temporary Curator, Craig Bloodgood.
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Night Becomes Us 
Nighttime photographs by the Greater Boston Night Photographers

September 18, 2016 – January 15, 2017

BENGTZ GALLERY

Jürgen Lobert, Franklin, Massachusetts, Point Judith Blood Moon, 2015, photograph

The Night Becomes Us exhibit contains selected images 
from group members. Their photographs convey the 
transformational experience of the world at night where 
the mundane suddenly becomes ethereal and other-
worldly. The busy becomes serene and bland structures 
transform into bursts of color. The majesty of the Aurora 
Borealis and the Milky Way will be on display, as well 
as many examples of capturing time, where clouds form 
broad bands, cars become bright streaks, waves smooth 
over and stars form trails in the sky. The artists see 
beauty in crumbling ruins, the night sky and urban land-
scapes that are filled with a rainbow of artificial light. 
As the photographers record their experience, they, too, 
become a part of the world at night.  

The Greater Boston Night Photographers Meetup 
group is a non-profit photo club specifically for night 
photography. Its goal is to facilitate events and nurture 
the process of creating fine art night photography. It 
was formed in September of 2013 by Jürgen Lobert and 
has grown to a membership of over 350, with photo 
shoots on average once per week. Venues include the city, 
natural landscapes and industrial or abandoned places, 
as far north as Maine and as far south as New York City. 
In addition to photo shoots, the group offers workshops, 
lectures and access  to professional speakers and con-
ferences. The leadership team includes Jürgen Lobert, 
Elizabeth Ryan, Derrick Morin, Rupesh Rajagopalan and 
Romit Maity.
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Full Tilt Print Studio

November 13, 2016 – February 19, 2017

pHOENIx GALLERY

Laurie Alpert, Brookline, Massachusetts, Untitled, 2009, polyester plate lithograph

Full Tilt Print Studio has come a very long 
way from its founding in 1970 by Deborah 
Cornell and Jeannette Silverio. Located on 
Stanhope Street in Boston, its original name 
was Experimental Etching Studio. It pro-
vided a well-equipped workshop where art-
ists could pay by the day to do their work, 
as well as take classes in printmaking.

In 1983, the studio changed its name as 
well as its focus, becoming a closed coopera-
tive group with twenty-six founding mem-
bers, called EES Arts, Inc. The classes were 
discontinued but, reflecting its new sense of 
community, the studio embarked on its first 
collaborative portfolio, titled EES ARTS, 
published in 1988. This was the same year 
that the group was evicted from Stanhope 
Street and forced to relocate. The equipment 
was moved to a somewhat smaller space 
on Plympton Street in Boston’s South End 
neighborhood.

Approximately every five years, a new 
portfolio was published, varying greatly in 
theme and format. Chronicle was published 
in 1991, followed by Shadow in 1995, 
Duality in 1999-2000, Three in 2006, and 
Lighten Up in 2012. The group is currently 
working on its latest portfolio to be fin-
ished sometime in 2016. The theme for the 
folio is Secret/Hidden/Veiled.

In 2001, the ongoing gentrification of the South End 
affected the studio when the rent for its space doubled. 
After an arduous search a much larger space was leased 
in a former train repair facility on Sprague Street in Hyde 
Park. At the same time the members decided to seek 
non-profit status, and this process was completed the 
following year. The new space was nearly three times the 
size of the Plympton Street studio and offered the oppor-
tunity to acquire new presses as well as a photo polymer 
darkroom. The members also chose to practice non-toxic 
methods of printmaking.

Over its many years, the work of studio members was 
exhibited widely, not only locally, but nationally and 
internationally. The Boston Public Library acknowledged 
the studio’s importance to the artistic environment in 

Boston by purchasing all of the portfolios as well as 
mounting a comprehensive exhibition of prints by its 
members in 1991. The Art Complex Museum has also 
acknowledged the studio both by exhibiting and collect-
ing its portfolios.

Reflecting the increased importance of an online pres-
ence, a web site for the studio was created a few years 
ago. Many members also felt it was time for a new name, 
something more descriptive of the studio’s character. So, 
in 2013 EES Arts became Full Tilt Print Studio. It’s hard 
to believe forty-five years have passed since the studio 
first opened its doors, but it continues to be a vibrant and 
creative work place for its members.
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The Handmade Papers of Japan

LIBRARY NOTEs

Tindale, Thomas Keith and Harriet Ramsey Tindale. The Hand-
made Papers of Japan. Foreword by Dard Hunter. Rutland, Vt.: 
C.E. Tuttle Co., 1952. (ACM-LIB #1989)

Though the Chinese lay claim to the invention of paper in 105 CE, 
it was the Japanese who cultivated  papermaking into a fine art. 

Thomas Tindale, an American working in Post-World 
War II Japan, became fascinated with handmade Japanese 
paper, or washi. No doubt he found it aesthetically appeal-
ing, and superior in its strength and durability, but he also 
must have been aware that a tradition which had been 
practiced in Japan for more than thirteen hundred years, 
was quickly being eclipsed by mass production practices of 
an increasingly industrialized Japan. It is often cited that by 
the end of the nineteenth century, there were over one hun-
dred thousand families engaged in papermaking in Japan. 
By the time Tindale began his study, that number had fallen 
precipitously to less than six thousand families. Today, it is 
estimated that there are less than three hundred fifty. Most 
likely, with a sense of urgency, Tindle enlisted the assistance 
of an eminent paper making scholar and collector, Yoshi-
kuni Seki, and embarked upon a massive project of docu-
menting the history, production, and the makers of Japanese 
handmade paper.

Published in 1952, Tindale’s The Handmade Papers of 
Japan is still considered one of the most comprehensive 
works on washi. The handsomely bound four volume set, is 
housed in a wrap-around case called a shihō   chitsu (four-
sided case) with ivory clasps. On the contents list first, for 
their primary importance to handmade paper, are the Fibers. 
A special envelope contains the fibers of five plants, the 
bark of three of which are used most often: kōzo, (paper 
mulberry), mitsumata and gampi. Volume I is a thorough 
history, including  photographic documentation (by Francis 
Haar) of the papermaking process in the village of Kazu-
mura. Volume II, “The Seki Collection” contains actual 

paper samples, from as early as 740 to the 1950s. Contem-
porary paper samples from twenty prefectures (districts) 
constitute volume III. Lastly, volume IV, “Watermarks,” 
(which were first used in Japan in the early eighteenth 
century), contains twenty sample pages of these delicate and 
elusive images.

In her book, Washi: the World of Japanese Paper (Tokyo: 
Kodansha International, 1978), Suki Hughes points out 
that, “More kinds of handmade paper are made in Japan 
than in any other country in the world.” This is vividly 
evident in the profusion of paper samples catalogued in The 
Handmade Papers of Japan. Some of the earliest “speci-
mans” date from the Nara period (710-793). These papers, 
such as Konshi (indigo paper) and hishi, both made from 
gampi, and choshi, made of kōzo, were used to copy Bud-
dhist sacred writings. Kōzo-gami, one of the earliest papers 
made in Japan, refers to all papers made of 100% kōzo 
fibers. There are special kōzo-gami papers, like sekishu-
banshi, used for important imperial documents, as early as 
701. Other special papers include, Gampi-shi (or hishi,) a 
fine paper popular with calligraphers and literati; moku-
hanga yōshi, made for woodblock prints; and Gounsen, a 
beautiful dyed paper prized as elegant stationary. The paper 
samples also include processed papers, such as some-gami 
(dyed papers), e.g. Ao tosa, (1861–1863), a saturated blue 
with subtle iridescent flecks, used for book covers. There is 
also a rough gray square of Asakusa-gami, (1716–1853), a 
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Thoughtful Gifts
Working in a museum, I have discovered that there is 
no one reason why people come to visit. For some, it’s 
to enjoy a cultural experience; for others, it’s to learn 
something new or to experience the social aspect. Or, 
it can be a combination of all three — cultural, educa-
tional and social. A student recently wrote a note after 
his visit thanking us for sharing our wonderful art; a 
recent retiree enjoyed one of our gallery talks so much 
that she has become a volunteer; and a guest at the 
museum’s Sushi and Sake event, given as part of the 
Duxbury Food and Wine Festival, drove down from 
the North Shore because he wanted to learn more 
about this important part of Japanese culture.

Most programs are given free of charge which often 
surprises and delights our visitors. One way to support 
the museum and all it offers is to visit and introduce 
friends and family. Another possibility is to make a 
special financial contribution in our custom-designed 
donation box or by mail. The museum is a 501(c)(3) 
charitable, tax-exempt organization and contributions 
are tax deductible.  

Laura Doherty,
Communications Coordinator

Volunteers  
Our volunteers create a positive difference when they greet 
and welcome visitors to the museum. Other volunteer roles 
include: serving as hostess at tea ceremonies, concerts, and 
artist receptions. They also assist the staff with our varied 
adult and children’s workshops, respite gatherings, summer 
camp for teens, who are enrolled in Camp Wing’s Cross 
Roads for Kids program. In addition, they help to keep a 
portfolio of the museum’s news clippings and assisting the 
curators during a show change. We all benefit from our 
volunteers’ assistance.

Each spring and fall, we take field trips to other muse-
ums, galleries and artists’ studios. These trips are very popu-
lar and we welcome friends of the volunteers to join us.

We provide our volunteers and the public with the 
opportunity to listen to exhibiting artists talk about their 
work at our gallery talks and coffee socials. These are held 
soon after a new exhibit opens.

Our artistic volunteers are encouraged to present their 
portfolio to be reviewed for a possible exhibit in The Alden 
Studio Gallery. It’s rewarding and exciting to the volunteers 
to exhibit in this space. 

The museum staff and our volunteers celebrate each 
successful and exciting year at the museum by attending a 
holiday catered luncheon, held in their honor. We have a 
great respect and fondness for our volunteers and it’s our 
pleasure to let them know how much we appreciate all that 
they contribute to the museum.

2016 is the museums forty-fifth celebratory year. Happy 
Anniversary! We plan to have a coffee social, in the spring, 
to celebrate past and present volunteers, who have donated 
their time and talents to the museum. 

We invite and welcome people, who are interested  
in joining our volunteer group to call Dottie Collins at  
781-934-0601. We look forward to hearing from you.

Doris Collins,
Community Coordinator

type of chiri-gami (“waste” or dust paper) “made for dirty 
uses,” such as handkerchiefs and toilet paper. Because washi 
is so durable, it was used by the Japanese for everything 
from window panes to water-proofed tarps and cloth-
ing (kamiko). Samples of chochin-gami (lantern paper), 
kasa-gami (umbrella paper), and Yakutai-shi (medicine bag 
paper) are just a few of the many specialized types of paper 
which are featured in Tindale’s catalog. 

In 2014, the United Nations Educational Scientific and 
Cultural Organization, UNESCO, officially recognized 
the importance of washi, by inscribing it to the UNESCO 
Representative List of the Intangible Cultural Heritage of 
Humanity. The purpose of this list is “to encourage artisans 
to continue to produce craft and to pass their skills and 

knowledge onto others, particularly within their own com-
munities.” Today, in addition to government support for the 
continued traditional production of washi in Japan, there 
are many organizations, programs and museums devoted to 
its preservation and appreciation.

Tindale’s historic documentation of The Handmade 
Papers of Japan remains a testament to the aesthetic impor-
tance and cultural significance of washi not only to Japanese 
society, but to the tradition of fine craftsmanship.

Cheryl O’Neill, 
Librarian  

The Handmade Papers of Japan will be on display in the 
library beginning in May 2016.



14

ALDEN sTuDIO GALLERY

EDUCATION
Kyle Turner: Recent Paintings

Kyle Turner, Wheelbarrow (detail) oil on canvas, 2015

Kyle Turner, Duxbury native and recent 
graduate of New Hampshire Institute 
of Art (NHIA) with a concentration in 
painting, was an intern with the curato-
rial department in the summer of 2013. 
He joined the museum staff in 2014.

How did you first start painting?
I’ve been drawing since I can remem-
ber, but I didn’t start painting until I 
was about nine years old. I was taking 
lessons after school with local Duxbury 
artist, Bettina Lesieur, and I had become 
confident with drawing media like col-
ored pencil and pastel. I remember feel-
ing really apprehensive about painting, 
but Bettina urged me to make my best 
attempt. It wasn’t long before I was 
convinced of the mediums’ advantages. 
I learned a lot about observational 
drawing and painting from Bettina and 
I learned even more from her in high 
school, when I assisted in instructing 
her after school classes.

What artists inspire you most?
All artists inspire me. Whether they make paintings, 
sculpture, or music, and whether I appreciate their art or 
not, anyone who makes art is making themselves vulner-
able. They are putting themselves out there and I admire 
that. I am deeply interested in art history and have too 
many favorite artists to count—Rembrandt, George  
Bellows, John Singer Sergeant, Pablo Picasso, Max Ernst, 
and Antonio Garcia Lopez. The list goes on.

In addition, I am inspired by those who are close to 
me, my family and friends. The inspiration I receive from 
them is maybe something closer to motivation. I want to 
make them proud.

What techniques work to ensure that you make time for 
your art?
I have a permanent space to draw and paint. This way I 
can easily come and go. I can work on my art whenever 
I get the chance, without the inhibitions and annoyance 
that can come with set up and clean up.  

How do you generally arrive at ideas for your paintings?
I carry a sketchbook so I can record thoughts, observa-
tions and inspirations on the go and at the moment they 

arise. Moments of inspiration are spontaneous and fleet-
ing. For me, ideas can come from almost anything. I often 
return to my sketchbooks with intentions of starting a 
full scale drawing or painting. I search for something that 
still feels exciting or satisfying and explore it further.

What do you feel you are learning about right now as  
an artist?
Right now, as an artist, I am learning about self-direc-
tion. It was difficult leaving behind the assignments and 
prompts I received while attending NHIA. I am excited 
about the opportunity to concentrate on work that does 
not need me to meet specified criteria, but the endless 
avenues of possibility can sometimes feel overwhelming. 
Self-direction also involves setting my own deadlines and 
actively painting and drawing without the initiation I got 
from instructions or expectations at school.

Does working at the museum help you in your own  
artistic endeavors?
Working at the museum keeps me in an artistic mind-set. 
I value the staff’s knowledge and appreciation of art.  It’s 
familiar and refreshing. Also my own appreciation of the 
museum’s collection is ever growing. Since working as the 
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sCHEDuLE

Sunday, May 22, 1:30 – 3:30 pm, Opening Reception, Prints — 
Holly Berry and Students. 
Exhibition continues Wednesday through Sunday, May 25 – 29, 
1:00 – 4:00 pm

Sunday, September 18, 1:30 pm – 3:30 pm, Opening Reception, 
Kyle Turner: Recent Paintings. 
Exhibition continues Wednesday through Sunday, 
September 21 – 25, 1:00 – 4:00 pm

Alden Studio Gallery Exhibition Schedule

Kids Try It clay workshops with Carolyn Daly Shedd
Thursday, February 18, 9:30 – 11:30 am,* $35 (Vacation week)
Saturdays, April 9, May 21, 9:30 – 11:30 am,* $35 each session

Tuesday, February 9, 7:00 – 9:00 pm,* Ladies Night clay 
workshop, $35

Thursday, April 7, 6:00 – 9:00 pm,* Batik workshop with Sally 
Dean, $45 (plus $10 material fee)

Fridays, April 8 – May 6, 10:00 – 11:00 am,* Haiku Poetry 
workshop with Richard Hansen, $50

Saturday, May 7, 1:30 pm,* Poetry reading for the public 

Friday, June 10, 6:00 – 8:00 pm, Saturday and Sunday, June 11 and 
12, 10:00 am – 3:00 pm,* Painting, Lisa Daria Kennedy, $225.

April 30 and May 1, 10:00 am – 4:00 pm,* Relief Printing: 
Linocuts and Collagraphs, Holly Berry, $175.

June 3, 4 and 5, Friday, 6:00 – 8:00 pm and Saturday and 
Sunday, 10:00 am – 4:00 pm,* Pastel Workshop, Deborah Quinn 
Munson, $225.

Saturday, September 17, 1:00 – 4:00 pm,* Fairy Houses, Family 
Workshop, Free

Workshops

Wednesdays, 9:00 am –12:00 pm,* Oil Painting with Laura 
Tryon Jennings, for all levels

Wednesdays, 11:30 am – 12:30 pm,* Yoga, with Marnie Bacon

Ongoing

1:30 – 3:30 pm

In honor of our forty-fifth anniversary, we are pleased to offer 
five artist demonstrations.

Sunday, April 17, Deb Claffey, encaustic artist 

Sunday, May 15, Nora Valdez, sculptor 

Saturday, June 4, Mark Del Guidice, woodworker 

Sunday, June 12, Lisa Howard, potter 

Sunday, July 10, Judith Brassard Brown, painter

Artist Demonstrations

Thursdays, 10:30 am, coffee; 11:00 am, talk

March 24, Meet the Artists from the Winter Juried Show 

April 14, Encaustic Panel Discussion  

November, Full Tilt Print Studio members, Panel Discussion, 
T.B.A.

Gallery Talks

Collections Assistant I’ve noticed, in myself, an increased 
understanding and appreciation of Asian art. I can even 
sense my own work becoming informed by qualities 
evident in Japanese prints and ceramics, qualities such as 
empty space, pattern, and the notion of impermanence. 

Where do you see yourself in the future as an artist?
I wish to continue my education and pursue my mas-
ters in art history or museum studies. I’d like to spread 
knowledge and appreciation of art. At the moment, I am 
unsure whether I will achieve this through teaching or 
through contribution to museum operations. Either way, 
in the future I also see myself continuing to paint work 
that is ever-evolving.

In painting, I strive to emulate my experience as an 
observer. By indicating my process, through the use 
of selective emphasis and expressive mark-making, I 

encourage a preserved notion of looking. Lately, I have 
been drawn to commonplace objects found in backyards, 
specifically wheelbarrows. My interest in this subject 
is partially a response to the William Carlos Williams 
poem, “The Red Wheelbarrow.” Although the subjects 
are presented in outdoor environments, the paintings 
are less akin to landscape than still life, a genre rich with 
association. The wheelbarrow, though seemingly mun-
dane, serves as a representative of nobility, stewardship, 
and adaptability. 

Kyle Turner, November, 2015

Reception on Sunday, September 18, 1:30 pm – 3:30 pm. 
Exhibition continues Wednesday through Sunday,  
September 21 – 25, 1:00 – 4:00 pm

Sally Dean Mello,  
Education Coordinator

*Pre-registration and/or fee required



The Art Complex Museum 2016 Exhibition schedule

The Art Complex Museum is a contemporary 
structure of glass and wood on over thirteen acres 
of open fields and woodlands. It serves as a center 
for regional arts and for the collections of the Carl 
A. Weyerhaeuser family. Exhibitions offer much 
variety including contemporary artists, group and 
traveling shows and works from the collection, 
known for its strengths in Shaker objects, Works on 
Paper, American paintings and Asian art. The mu-
seum and its programs are supported by the Carl 
A. Weyerhaeuser Family Charitable Trusts and by 
gifts from friends of the Museum. This publication 
was produced in cooperation with the Plymouth 
Country Convention and Visitors Bureau.

Through January 17, 2016
Cannot Be Described In Words: Draw-
ing/Daring
Rotations: Objects from the Permanent 
Collection
Through February 14
Meredith d’Ambrosio: Landscapes of the 
North Countries
February 7 – April 24
Duxbury Art Association Annual Winter 
Juried Show
Gala Opening – Saturday, February 6, 
6:00 – 9:00 pm
Rotations: Objects from the Permanent 
Collection
February 21 – May 15
Compelling Progressions: Explorations 
in Encaustic
Pat Gerkin, Donna Hamil Talman,  
Charyl Weissbach
Reception, April 10, 1:30 – 3:30 pm

May 8 – September 4
Double Visions
Rotations: Objects from the Permanent 
Collection
Reception, May 22, 1:30 – 3:30 pm

May 22 – August 14
Lisa Daria Kennedy: Daily Paintings
Reception, June 5, 1:30 – 3:30 pm

August 21 – November 6
Paul Bloodgood
Reception, September 18, 1:30 – 3:30 pm

September 18 – January 15, 2017
Night Becomes Us 
Nighttime photographs by the Greater 
Boston Night Photographers
Rotations: Objects from the Permanent 
Collection

Opening Reception, September 18, 1:30 – 
3:30 pm

November 13 – February 19, 2017
Full Tilt Print Studio
Opening Reception, November 13, 1:30 – 
3:30 pm

WORKsHOps/EVENTs
(Please see page 15)

Tea Ceremony presentations
Are given at 2:00 pm in the tea hut 
situated in a Japanese garden on the 
museum grounds. This year, the schedule 
is June 26, July 31 and September 25. 

Sunday Afternoon Concerts at 4 pm have 
been a popular tradition for many years.  
April 3, The Boston Trio, violin, cello 
and piano
May 1, Duo Sonidos, violin and guitar
August 7, Tom Hansen, piano
October 2, The Amaryllis Chamber 
Ensemble, flute, violin, cello, harp
November 6, Eclatant Trio, cello, violin, 
piano

Non-Profit
Organization
Postal Permit

#19
Duxbury, MA

02331

Directions: From Boston: Rte 3 south to exit 11. Turn right on Rte. 14 East. Two miles to first traffic light at Route 3A. Turn Right, 
Alden Street is first left. Museum Hours: Wednesday through Sunday, 1:00 – 4:00 pm. (781) 934-6634 or www.artcomplex.org  

The  
Art Complex Museum
189 Alden Street 
PO Box 2814
Duxbury 
Massachusetts 02331


