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B E N G T Z  G A L L E R Y

Donna Rhae Marder, The Burqa, 2006-13, silk pieces connected by 
free-motion sewing.

Everyone is an assembler. If you’ve 
cooked a meal that had more 
than one ingredient, you qualify. 

In the art world, unless you are chip-
ping away at a slab of limestone, or 
throwing a pot on a wheel you are 
most likely an assembler as well. 
Painters assemble brush strokes, 
quilters assemble pieces of fabric, 
woodworkers assemble wood. The 
artists in this exhibition all assemble 
three dimensional work by putting 
together a variety of smaller parts, 
sometimes, a large variety. 

Some use found materials, others 
create their own. Michael Ulman 
uses discarded, found pieces from 
recognizable sources. His motor-
cycles, for instance, may contain 
the assorted flotsam and jetsam of 
vacuum cleaners, bicycles and wood 
stoves. Any discarded metal part 
is fair game. Michael says, “Being 
a found-object sculptor, I am in 
the unique position of finding my 
materials anywhere, such as junk 
yards, dumpsters, and trash heaps. I 
look for objects that were destined 
to some mundane existence and 
give them new purpose through my 
sculpture. Remnants of the Industrial Age are rein-
carnated as motorcycles, race cars, and speed boats. 
A frying pan becomes a fender, a vacuum cleaner a 
sidecar, and a mailbox a hot rod.” 
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New Staff Member at The Art Complex Museum

A  N O T E  F R O M  T H E  D I R E C TO R

The Art Complex Museum is pleased to welcome Julia 
Courtney to the important position of Collections 
Curator. After a national search, Ms. Courtney was 
chosen from a prestigious group of professionals by 
the search firm of Museum Search and Reference, an 
executive search firm in Manchester, New Hampshire 
and Boston. The members of the museum’s Search 
Committee, lead by the Chairman Andrew Bentinck-
Smith of Duxbury, were Justin Weyerhaeuser of Den-
ver, Joseph Micallef of Saint Paul and I.   

Ms. Courtney will focus on learning about the 
museum’s objectives with an immediate goal of pre-
paring an exhibition for our fiftieth anniversary in 
2021. She will also focus on the collections which 
include Shaker furniture, American paintings, Asian 
art and prints.

Courtney has had various positions at the Spring-
field Museums beginning in the education department 
as its coordinator. She later became a curator for the 
George Walter Vincent Smith Art Museum and the 
Michele and Donald D’Amour Museum of Fine Arts, 
two of the five museums in the consortium in Spring-
field where she spent twenty years.

Her background includes working as editor/author 
of two books on museums and legal issues. She has 
a Master’s Degree in Museum Studies from Harvard 
University and a Masters in Art Education from Lesley 
University. Presently, she is a member of the adjunct 
faculty in the Graduate Museum Studies Program at 
Tufts University. 

Charles Weyerhaeuser, Museum Director

Donna Rhae Marder has been using domestic 
themes, materials and methods to create artwork 
for over twenty years. All of her work uses a sewing 
machine as a sculptural tool and the debris of daily life 
as the material of art. Marder refers to herself jok-
ingly as an indigenous suburbanite trying to make use 
of native materials. She says, “I’ve been taking items 
of little value and turning them into cherished ritual 
objects. My husband and children have been support-
ive of my activity, if sometimes confused. My oldest 
daughter recalls going away to college and stopping 
herself before she asked a family where they put their 
used teabags. She recognized that not everyone saves 
their used teabags. At our house, they have been kept 

(sometimes for years) to become Japanese teapots 
and little girl’s dresses. The matches my parents saved 
became rya rugs and embellishment on moccasins. 
Later I accumulated my own matches to incorporate 
in vessels made of dollar bills. My life and work are 
Siamese twins—too late to separate them now.”

Other participating artists include: Martin Ulman, 
Lisa Kokin, Yuri Tozuka, John McQueen, Michael 
Stasiuk, Tom Deinninger and Jee Hye Kwon. A spe-
cial thank you goes to Libby and Jo Anne Cooper of 
Mobilia Gallery in Cambridge, Massachusetts for their 
invaluable help in the assembly of this show. 

Craig Bloodgood, Contemporary Curator
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February 3 – April 13

To provide context to chiaroscuro woodcut and 
contemporaneous technical approaches to printmak-
ing during the Renaissance, selected works from the 
permanent collection will be exhibited in Rotations 
during the winter of 2019. Reproducibility Setting 
the Tone will feature chiaroscuro woodcuts, includ-
ing Ugo da Carpi’s Diogenes, and Andrea Andreani’s 
Woman Contemplating a Skull. Also to be featured, 
are examples in woodcut and engraving by fifteenth 
century master Albrecht Dürer and etchings by seven-
teenth century Italian artists, Stefano Della Bella, and 
Andrea Cemassei.

The Renaissance was an era of momentous change. 
Beginning in the mid-fifteenth century, innovations 
in printing revolutionized visual communication and 
would go on to transform Western culture. Prints, 
through their reproducibility, affordability, and 
portability, became the first mass media. Printmak-
ing advanced as a fine art form in conjunction with 
advancements in technical processes. At first through 
woodcuts, then engravings, and later, by means of 
innovations in alchemy, through etching, artists were 
able to communicate their designs to a broadened 
audience. 

By the sixteenth century, Italian printmaker, Ugo da 
Carpi (circa 1480 – circa 1532) engaged in a relatively 
new development in printmaking, called chiaroscuro 
woodcut. An early example of colored printing, chiar-
oscuro woodcut achieves an illusion of depth through 
tonal contrast by printing an image from at least two 
relief blocks inked in different hues. Although Ugo 
was not the true inventor of chiaroscuro woodcut, 
he made significant improvements upon the process, 
most notably by printing exclusively in tone blocks 
and refraining from the use of a linear compositional 
block. The technique’s effect mimicked the tones and 
highlights of chiaroscuro drawings and could better 
approximate a painting than a single layer woodcut 
could, an appealing characteristic in a market that 
desired reproducibility.

As a printer, Ugo da Carpi dealt in reproducibility 
and rather than concern himself with inventing his 
own compositions, he relied on the designs of other 
artists. The printmaker’s concern was dedicated to 
executing the formal and technical aspects of printing, 
and improving upon them when possible. The amount 

T H E  C O L L E C T I O N

Reproducibility Setting the Tone

of contact or collaboration between printmaker and 
designer varied. Following a common practice for 
printmakers, Ugo reproduced designs after other 
prints, independently and without the inventors’ atten-
tion. It is understood, however, that on occasion Ugo 
worked closely with artists in producing prints after 
their designs, as was likely the case when he produced 
Diogenes, after an ink wash drawing by Italian Man-
nerist painter, Parmigianino (1503–1540).

Prints encouraged a widened breadth of subject 
matter, since, unlike paintings, they were not typically 
commissioned by a single patron, and hence, did not 
hold the same rigid expectations. Parmigianino imbued 
his composition Diogenes with history, philosophy and 
humor. In the print, fifth century philosopher, Diogenes 
the Cynic, sits outside the barrel in which he dwells, 
his gaze fixed upon an open book. In the background, 

Ugo da Carpi, after Parmigianino, Diogenes, circa 1527, 
chiaroscuro woodcut printed from four blocks, ink on paper
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a plucked chicken alludes to the philosopher’s mock-
ing response to his contemporary, Plato, who had 
described man as a featherless biped. Diogenes is 
said to have presented a plucked chicken to a crowd, 
declaring, “Here is Plato’s man.”

Ultimately, to the benefit of disseminating informa-
tion, blocks by Renaissance printmakers were com-
monly reprinted as they passed between the ownership 
of entrepreneurial printers and publishers. Certain 
characteristics of the museum’s impression suggest 

it may be one of those later, possibly posthumous, 
impressions. Less subtle in contrast than comparable 
early impressions, and noticeably glossy, from a heav-
ily applied layer of ink, the museum’s impression may 
not meet the impeccable technical standards of print-
ing held by Ugo himself. Even so, Diogenes is a pre-
eminent example of chiaroscuro woodcut and, more 
generally, Renaissance printmaking.

Kyle Turner, Assistant Collections Manager

Jean-Baptiste-Camille Corot, France, 1796–1875, The Gardens of 
Horace, plate 1855, cliché-glace print

Working the Land
April 28 – September 1

For the summer segment in Rotations Gallery, visitors 
will be able to explore not only the subject of people 
working the land, but also how the artist worked the 
landscape, responding to natural surroundings. Some 
of these environs were new destinations for artists, 
visited for the purpose of being ensconced by nature. 
They had the freedom to directly respond to it — with 
their artist’s supplies enhanced by the invention of the 
portable tube of paint.¹

Ancient Greeks and Romans created wall paintings 
of landscapes, but after the fall of the Roman Empire, 
the landscape declined as main subject matter, becoming 
merely the setting for religious and figural scenes until 
the sixteenth century. The shift to the landscape as sub-
ject corresponded to growing curiosity about the natural 
world and its workings, spurred by the Renaissance.

As Dutch artists developed landscape as a popular 
subject in sixteenth century painting, ‘landschap’, the 
Dutch word for ‘region’ or ‘tract of land’, acquired the 
artistic connotation of ‘a picture of scenery on land’. 
The rising Protestant middle class was increasingly in 
search of more worldly art for their homes. Landscape 
art was one vigorous response to that need.

Italian artist Pierre-Henri de Valenciennes 
(1750 –1819) argued that landscape painting had 
comparable value to that of traditional historic or aca-
demic painting. He published a pioneering book on the 
subject, Eléments de perspective practique, in which 
he proclaimed the ideal historic landscape should be 
done from a direct study of nature. The Academie des 
Beaux-Arts1 was thereby persuaded, initiating accep-
tance to his open-air or plein air painting. This method 
was subsequently embraced by Corot, in particular; 
Barbizon artists as a group; and the forthcoming 
Impressionists.
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Theodore Rousseau, 
France, 1812–1867, The 
Cherry Tree, plate 1855, 
cliché-glace print

The Barbizon School is documented as the first 
French generation of artists who rejected the clas-
sical traditions of the Salon de Paris, the official art 
exhibition of the Académie des Beaux-Arts in Paris.2 
Among them were the first artists presenting a new 
style of landscape painting to also be accepted by the 
Salon. The acceptance of Corot’s painting, “Forest of 
Fontainebleau” in 1846 was a pivotal event, due to 
the focus on the natural surroundings and not on the 
human subject within those surroundings. This genre 
was sustained throughout the Barbizon artists’ use of 
media whether it be painting, pastel, drawing, etching 
or cliché-glace prints.

The Forest of Fontainebleau in France is an 
immense and dense woods with a variety of inspir-
ing features including many stately tree specimens, on 
which Pierre Etienne Theodore Rousseau (1812-1867) 
became quite fixated. He and fellow-artists ventured 
by train to those woods knowing lodging could be 
found at the recently established inn, Auberge Ganne 
at the forest’s border in the village, Barbizon.3

Jean-Baptiste-Camille Corot, who was greatly influ-
enced by Valenciennes, had discovered the village of 
Barbizon in 1827. Although he did not settle there, he 
marked the beginning of its transformation into a veri-
table artists’ colony. Other hamlets were subsequently 

populated with artists, most of whom would return 
to their Paris studios for the winter — not Corot or 
Rousseau who continued working in any climate, 
including winter’s freeze.

Rotations Gallery will present cliché-glace prints 
from the time Rousseau and fellow-artists surrounded 
themselves with the Forest. The technique of cliché-
glace or cliché-verra is an image scratched through an 
emulsion on glass and then transferred onto photo-
graphic paper with exposure to light.  Similar prints 
and etchings planned for exhibition were created by 
other master Barbizon painter-etchers:  Charles Fran-
cois Daubigny, Jean-Francois Millet and Charles-Emile 
Jacques.

Additional works linked to working the land, which 
will be exhibited, include sixteenth and seventeenth-
century Dutch prints; nineteenth and twentieth- 
century American paintings and prints; and a selection 
of tools and crafts by several Shaker communities.

Maureen Wengler, Collections Manager  

1 The paint tube was invented in 1841 by portrait-painter John Goffe 
Rand of New Hampshire.
2 The Academy of Fine Arts, established 1648, was the premier standard-
setting group of artists chosen by the French state
3 The Ganne Inn is currently the Museum of Barbizon Painters, located 
less than forty miles southeast of Paris.
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As the new Collections Curator, I am 
delighted to be researching and writing 
about the collection in anticipation of 
The Art Complex Museum’s Fiftieth 
Anniversary in 2021 and the celebra-
tory exhibition. Assisting with the 
curation of Rotations Gallery allowed 
me the opportunity to become familiar 
with works in the collection that will 
be part of the upcoming exhibition of 
Nocturne imagery. 

Nocturne painting was a term 
coined by James McNeill Whistler 
(American, 1834–1903) to describe 
a painting style that depicted scenes 
evocative of the night or subjects as 
they appear in a veil of light, or at twi-
light. More broadly, the term has come 
to refer to any painting of a nighttime 
scene. The phrase, associated with the 
Tonalist movement of the American 
Impressionists in the late nineteenth 
century and early twentieth century, is 
“characterized by soft, diffused light, 
muted tones and hazy outlined objects, 
all of which imbue the works with a 
strong sense of mood.” Along with 
winter scenes, nocturnes were a favor-
ite Tonalist theme. 

Whistler’s painting, Nocturne 
in Black and Gold: Falling Rocket 
(1875), in the collection of the Detroit 
Museum of Art, was inspired by 
a fireworks display over London’s 
Cremorne Gardens, and led to the 
artist’s coining of the painting style. 
Though the painting is admired by today’s viewers, 
when it was first exhibited at a London Gallery in 
1877, the public was insulted by the abstract quality of 
the work. Unknowingly, Whistler set the stage for the 
acceptance of future work in the nocturne style (both 
realistic and abstract). 

This exhibition will feature works by a variety of 
artists living and working in different times including 
Lowell Birge Harrison (American, 1854–1929), con-
temporary artist Suzanne Hodes (American, b. 1939), 
Kawase Hasui (Japanese, 1883–1957), George Inness 
(American, 1825–1894), Johan Barthold Jongkind 

Nocturne 
September 15 – January 12, 2020

Henri Eugene Le Sidaner, France, The Music Pavilion at Versailles, Moonlight, 1921, oil 
on canvas

(Dutch, 1819–1891) and Martin Lewis (American, 
1881–1962). 

A highlight of the exhibit, The Music Pavilion at 
Versailles, Moonlight, (1921), by Henri Eugene Le 
Sidaner (French, 1862-1939), depicts the buildings of 
the Versailles palace, Versailles, France, cast in a mys-
terious, dream-like light. Le Sidaner spent time at the 
French palace late in his career painting the scenery. 
This work is one of several that the artist painted in 
1921, inspired by the gardens and the architecture of 
the palace. The canvas entered the collection in 1980, 
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B E N G T Z  G A L L E R Y

Duxbury Art Association Winter Juried Show

February 3 – April 13

Mei Fung Elizabeth Chan, 
Insomnia, 2016, print

from the estate of Maud Moon Weyerhaeuser Sanborn 
of St. Paul Minnesota, the mother of Museum Co-
founder Carl Weyerhaeuser. For a time, the name of 
the painting was a mystery, but in 1992, former cura-
tor Nancy Grinnell confirmed the title of the canvas 
through contacts at the Maurice Sternberg Galleries in 
Chicago, Illinois.  

Though Henri Eugene Le Sidaner doesn’t appear on 
the short list of major Impressionist or Post-Impressionist 
artists, he was deemed one of the most original and 
impressive of France’s young painters by an early art 
critic, referred to as D.C.P., “Sidaner shows in his 
work the energy of a great artist, his is not the imita-
tive work . . . he is not a mere follower of the conven-
tion of the masters of Impressionism.” The artist chose 
subjects such as country villas, large gardens, rural 
by-ways and village streets along with the more majes-
tic views of Versailles and Paris cathedrals. He often 
painted at dusk, or the “alluring hour of twilight,” 

when the setting sun enveloped these scenes in warm 
light and eerie shadows.  

Le Sidaner began his early studies in the academic 
tradition, in Paris with Alexandre Cabanel (1823-
1889), but soon gravitated toward the Impressionist 
and symbolist movements. He began exhibiting at the 
Salon in 1887. His naturalistic figural groups were 
well received and won him trips to Italy and Hol-
land in 1891. Later, he exhibited Impressionist works 
inspired by Claude Monet (French, 1840-1926) at the 
less conservative Societe Nationale des Beaus-Arts. His 
work was shown widely and became coveted among 
American collectors. After the turn of the century Le 
Sidaner continued to depict urban areas of London 
and Venice and enjoyed continued favor and solo 
exhibitions in Paris, London, Brussels and the United 
States, until his death in 1897. 

Julia Courtney, Collections Curator 

For forty-five years, the Duxbury Art Association 
has held its Winter Juried Show at The Art Complex 
Museum. Artists would drop work off at the Ellison 
Center and DAA volunteers would walk the artwork 
past a panel of judges who would decide whether a 
piece was “in” or “out.” If you couldn’t deliver your 
art to be judged, you couldn’t enter the show. That 
all changed in 2018 when the selection process went 
online and the pool of potential participants grew 

from local to nationwide. Now, artists from all over 
the country have the ability to enter work with the 
possibility of being juried into one of the area’s pre-
mier group exhibitions. The result is an ever- growing 
exhibition in both quality and variety, which has been, 
year after year, one of our most popular. Cash awards 
are given in a number of categories for First, Second 
and Third Prizes as well as Best in Show. 
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p H O E N I x  G A L L E R Y

BLOOM: Collage paintings by Marcia Ballou
February 24 – May 12

Marcia Ballou, 100 Butterflies, 2018, mixed media on two panels

In BLOOM, Marcia Ballou’s goal is to paint paintings 
that evoke a sense of joy. The colors of nature are her 
subject and her inspiration. For thirty years Ballou has 
practiced the techniques of collage. Her compositions 
are enlivened by an unexpected combination of mate-
rials, patterns and hidden whimsical creatures. The 
patterns create blossoms of texture on the surfaces of 
the paintings. For this exhibit, she is portraying a pic-
torial essay of her impressions of her little garden. She 
says, “I work as a painter with collage as my medium. 
I employ both deliberate and spontaneous appliqués of 

painted papers, cloth, acrylic paint, and a selection of 
chalks, pastels and pens. I start with a simple drawing. 
This drawing becomes a pattern for me to follow. As 
the composition comes together it feels like it takes 
on a rhythm and the pieces fall together like a jigsaw 
puzzle from my imagination.”

Ballou lives and paints in Marshfield, Massachu-
setts. She has popular summer workshops in her studio 
and under a pink and white striped tent that she calls 
the “Tent of Creativity.” 
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p H O E N I x  G A L L E R Y

Leslie Kramer, The Red Canoe, 
2017, collagraph/linocut 
monoprint

printmakers of Cape Cod: Floating Worlds
May 19 – August 11

The Printmakers of Cape Cod was founded in 1976 
by a group of five artists dedicated to the art of creat-
ing original prints. The original group included Marcia 
Howe of Orleans, who was a driving force among 
artists on the lower Cape, investigating new media and 
a variety of printmaking methods. Membership has 
grown to more than fifty artists. 

The purpose of the Printmakers of Cape Cod is to 
foster and expand knowledge of printmaking in its 
members as well as in the general public. To that end, 
the group sponsors workshops, demonstrations and 
group exhibits which are open to the public. They 

offer social and educational opportunities for all inter-
ested in the production, enjoyment and acquisition of 
original prints. Current members practice traditional 
printmaking techniques, such as relief printing, inta-
glio, lithography and silkscreen. Many also incorpo-
rate innovative digital and photographic processes 
into their original prints and create unique prints, 
known as monotypes and monoprints. 

The theme, “Floating Worlds,” might comprise 
water, air, emotion or other elements of nature or the 
imagination. Members will express this theme through 
a variety of printmaking techniques. 
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B E N G T Z  G A L L E R Y

Draw the Line
September 15 – January 12, 2020

Michele Lauriat, untitled from the series, Spot Pond, 2014, mixed 
media on paper 

p H O E N I x  G A L L E R Y

Steve Novick: Approximation
August 18 – November 10

Steve Novick, Carrot and Stick, 2017, 
wood, paint

A number of artists exhibiting at the museum in 2019 create work from 
the assembly of many parts. Steve Novick is an assembler of a few. The 
Somerville artist says of his work, “My process involves assemblage of 
found objects and materials. Collecting these from thrift stores,  yard sales, 
and flea markets is an important facet of my work. In this phase, I often 
will undertake the use of a new item or form, or realize the solution to a 
previously intractable problem.”

“Although the physical resolution of my sculptures may be quick”, he 
explains, “the ideas behind them tend to gestate slowly. Simple items, and 
parts of more complex ones, are fitted together via a process of trial, error, 
and serendipity. Cleaning, polishing and refinishing aside, virtually all 
objects and materials are used as-is.”

His influences — cartoons, folk art, Surrealism, Minimalism — are 
evident in the work’s straightforward use of materials, simplicity of form, 
anthropomorphism, and sense of humor. Recent themes include the con-
struction of language and symbols (visual and otherwise), nature as inter-
preted through culture, nostalgia, and obsolescence.

Henri Matisse once said that drawing was “putting a 
line around an idea.” This exhibition is full of ideas — 
and the lines around them. While the artists in the 
show each approach drawing from their own direc-
tions, the common thread might be best described by 
participating artist Tim McDonald who says, “The 
initiation of a mark is the ground of imagination, a 
primary point of contact, of clarity, that is before lan-
guage, before thought — a direct experience of mind 
operating along a wild edge. Whether representation 
or abstraction, no matter the media used, be it char-
coal, graphite, paint, or ink; paper or fire, or ice, or 
tape; a photograph, a walk, a lost or found thing - it 
all comes back to drawing. Drawing, offers me, as poet 
Gary Snyder has written, ‘an open space to move in 
with the whole body, the whole mind.’”

Artists in the exhibition include: Shona Macdonald, 
Shane Savage-Rumbaugh, Lesley Cohen, Sandra Allen, 
John Roman, Michele Lauriat, Cobi Moules, Stephen 
Cipullo and Tim McDonald. 
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p H O E N I x  G A L L E R Y

Thoughtful Gifts
Often during or just after an event at the museum, visitors can be heard thanking Director Charles Weyerhaeuser for bring-
ing such an opportunity for cultural exposure and edification to the area. Duxbury is fortunate to be one of the only towns 
in Southeastern Massachusetts with an art museum offering programs and exhibits, often at little or no charge.

Many of our guests are local. Others are from as far away as Belfast, Ireland or Cape Verde. What they all have in common is 
an appreciation for what they have experienced. This can be verified with a quick perusal of our guest book in which  
“Fabulous Show, “Always a Treat,” “Wonderful.” “Magnificent Exhibit,” and “Choices Very Diverse,” are just some of the comments.

Our programs are supported by the Carl A. Weyerhaeuser Charitable Trusts, gifts from friends of the museum and contri-
butions deposited in our unique donation box. All are greatly appreciated. Also, they are viewed as an important measure 
of community support. The museum is a 501(c)(3) charitable, tax exempt organization and contributions are tax deductible.

Laura Doherty, Communications Coordinator  

George Herman: Found paintings
November 17 – February 16, 2020

George Herman, who paints out of a studio in the 
former school now called Artspace Maynard, talks 
about his work, “I find the subjects for my paintings 
while either driving or walking, or somehow in tran-
sit. Going about my life. If I’m driving somewhere, 
I might see something by the side of the road that 
catches my eye. I’ll either stop and take a picture, or 
photograph it while driving (not recommended). It 
might be a tree stump, part of a house and backyard, 
a field with standing water. I’ve found subjects by 
walking behind a strip mall to find a small dam and 
the building that controls the flow of water, or an 
abandoned house by the railroad tracks behind the 
place where we pick up a Greek salad with grilled 
chicken. I’ll take pictures out the window of a mov-
ing train or bus, of an abandoned factory, or a barn, 
fading in the Spanish countryside. Walking in the 
woods, I’ll find the edge of a vernal pool, where the 
water meets and merges with the foliage. Or the 
sticks that I walk on. Usually things that are behind, 
to the side of, underneath, abandoned, often unseen.” 

Herman finds his painting in the process of painting it. It might begin as a reworked image from one of his 
photographs, or as a few washes of color. As the work develops, the water, the land and the sky all ebb and flow, 
each using more or less space as the painting demands. Colors, light and shadow, shapes and textures are in a 
constant state of flux. “The painting,” he explains, “changes over the course of days, weeks, months, years, as 
I search for the moment when it ‘feels right.’ When the painting stops swirling and everything falls into place. 
When I’ve found what I didn’t know I was looking for.”

George Herman, the house behind the place, November, 2017, oil 
and mixed mediums on wood 
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L I B R A R Y  N O T E S

Gustave Doré, Illustrator

“Who is Gustave Doré, of whom all the world is talking?”   
[“Gustave Doré,” Quiver, April 7, 1866.]

If you’ve read many illustrated literary 
classics, then most likely, you are 
familiar with the artwork of one of the 
greatest and most prolific illustrators of 
the nineteenth century: Gustave Doré, 
(1832 – 1883). His phantasmagorical 
images of sharp-winged demons in 
Dante’s Inferno and Milton’s Paradise 
Lost, and the ethereal whorl of angels 
in Dante’s Paradiso are as captivating 
and haunting to us now, as they were 
to Napoleon III, Queen Victoria, Mark 
Twain, and an enraptured public.

Success came easily to the celebrated 
wunderkind who, as a self-taught artist, 
began making etchings at the age of 
five, and creating caricatures for a 
popular Parisian weekly, Journal pour 
Rire, (The Newspaper for Laughter), 
at fifteen. At the same age, he also 
created and illustrated his first book, 
The Labors of Hercules, (Les Travaux 
D’Hercule. Paris: Chez Aubert & Cie, 
1847). (The book is so rare, a WorldCat 
search locates only six copies, four of 
which are held by libraries in the United 
States).

With an increasing demand for 
illustrated reading material, Doré’s 
opportunities and successes seemed 
limitless. He was an indefatigable 
illustrator, creating over ninety 
illustrated books, (thousands of wood-
engravings!). His best known titles 
include: works of Lord Byron (1853), 
Balzac’s Droll Stories (1855/6), Dante’s 
Divine Comedy (1857 – 60), The Holy 
Bible (1856 – 66), Milton’s Paradise 
Lost (1866), London: A Pilgrimage (1872), and Poe’s 
The Raven (1883). Two of Dore’s illustrated books are 
in the Art Complex Museum’s Carl A. Weyerhaeuser 
Library collection: Cervantes’ Don Quichotte de la 
Manche (Paris: Hachette, 1863), and Samuel Taylor 

“Beyond the shadow of the ship, I watched the water-snakes.”
The Rime of the Ancient Mariner by Samuel Taylor Coleridge. Illustrated by Gustave 
Doré. (New York: Harper & Brothers, Publishers, 1877). (Gift of Mr. & Mrs. Ture 
Bengtz)



13

Coleridge’s The Rime of the Ancient Mariner (New 
York: Harper & Brothers, 1877).

The latter title gained enormous popularity in the 
United States. One of Doré’s earliest biographers, 
Blanche Roosevelt, wrote, “Hundreds of thousands 
of copies have been sold . . . and I do not know of 
any city, from the State of Maine to the Pacific coast, 
where, in some cultivated household, there would not 
be found a well-bethumbed copy of this great classic.” 

The Rime of the Ancient Mariner (1798) is a 
fantastical tale of an ocean voyage gone awry. 
Coleridge’s lyrical ballad is narrated by an old 
sea captain condemned to wander for all eternity, 
confessing his thoughtless killing of an albatross, and 
its horrific consequences. It is a tale of sin, repentance, 
and salvation.

With its preoccupation with nature, (especially 
in exploring spirituality), and with its emphasis 
on emotion and subjectivity, Coleridge’s narrative 
is often recognized as the first English Romantic 
poem. Even more descriptive is critic Mario Praz’s 
characterization of the work as “Dark Romanticism,” 
a sub-genre exploring the darker side of man — his 
despair, irrationality, and personal torment, especially 
as a social outcast. This sub-genre also explores the 
darker side of nature — natural disasters, (shipwrecks 
and storms were popular subjects in the nineteenth 
century — think J.M.W. Turner) the grotesque and 
monstrous, the occult and supernatural. Who better 
to delineate The Rime’s hallucinatory imagery than 
Gustave Doré? A more complementary pairing of 
author and illustrator would be difficult to find.

The Rime’s thirty-nine wood engravings (9½'' x 
12¼'') embody all the hallmarks of late or “Dark 
Romanticism.” Coleridge’s verse is visually animated 
by Doré’s voluminous imagination: bloated and 
sinuous sea snakes; sculptural ocean waves teeming 
with human skeletons; spectral gossamer-winged 
creatures; the gaunt hooded figure of Death. Through 
his use of compositional devices, such as emphasizing 
the diagonal, and his signature employment of bold 
chiaroscuro (contrast of light and dark), Doré achieves 
a heightened sense of drama and impending doom. He 
considered The Rime to be “one of his best and most 
original” illustrated works. 

Doré was not merely an illustrator, however. He 
was also a sculptor and a painter of landscapes and 
ambitious historical and religious works. By 1868 
the Dore Gallery was established in London to 
promote his fine art. In the twenty-five years of its 
operation, it had become somewhat of a tourist stop, 
attracting over two and a half million visitors. When 

the Dore Gallery collection toured the United States 
(1892 – 1897) — including a stop in Boston — it 
was advertised as “The Greatest Artistic Event of the 
Century.”

In spite of his enormous wealth and fame as an 
illustrator, Doré never achieved his greatest goal, to 
be recognized as a bona-fide fine artist. In this respect, 
Doré the Dark Romantic, remained an outcast from the 
Academy, where members never accepted his serious 
work. Art critics followed suit, dismissing his paintings as, 
“poorly colored,” “overwrought” and “clichéd.”

Within the past decade, there has been a Doré 
revival, of sorts, apparent in the number of museum 
exhibitions and new scholarship reexamining his 
prodigious oeuvre of drawings, caricatures, book 
illustrations, posters, paintings and sculpture. 
Chief among these exhibitions was the joint Musée 
d’Orsay – National Gallery of Canada’s show, Gustave 
Doré (1832 – 1883): Master of Imagination (2014). 
Not only did the exhibition (and accompanying 
catalog of research) reestablish Doré’s significance as a 
nineteenth century artist, but it also demonstrated just 
how far reaching Doré’s artistic influence has been. 

Often described as “cinematic,” Doré’s aesthetic 
vision has captured the attention of filmmakers since 
Cecile B. DeMille’s The Ten Commandments (1923, 
silent version; 1956). Who cannot recall the image 
of Moses bearing aloft the sacred tablets? (Compare 
to Doré’s illustration from The Holy Bible). Other 
filmmakers whose work acknowledges an artistic debt 
to Doré include Orson Welles, Peter Jackson, and Tim 
Burton. And then, of course, there’s Walt Disney …

From van Gogh and Picasso to the present day 
comic strip and computer games, Doré’s art continues 
to be a wellspring of inspiration.  

  
The Art Complex Museum’s 1877 edition of The 

Rime of the Ancient Mariner, with illustrations by 
Gustave Doré, (N.Y.: Harper & Brothers) will be on 
display in the library, summer 2019.

Resources to explore:

*A very readable facsimile of Doré’s illustrated Rime 
of the Ancient Mariner may be viewed online at: 
https://ebooks.adelaide.edu.au/c/coleridge/samuel 
taylor/rime

*Many of Dore’s illustrated works may be down-
loaded as free ebooks at Project Gutenberg
http://www.gutenberg.org/ebooks/author/1896

Cheryl O’Neill, Museum Librarian
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E D u C AT I O N

A Closer Look Into the Journey of an Artist  
(as seen in the exhibit, Bloom: Collage paintings by Marcia Ballou)

Marcia Ballou’s magical, layered, colorful collage 
paintings germinated from her experience as a thirty-
year old in a workshop with artist Gerald Brommer 
on the California coast in Mendocino. Inspired by 
the colors of the sky, the California poppies, violet 
lupines and colorful ice plants, she painted large plein 
air watercolors. Dissatisfied with her results, she had 
a moment of frustration, one all artists can relate to, 
and tore them all up into pieces. The resulting piles 
of painted papers struck her as beautiful and so she 
reconfigured them into collages, and this became the 
genesis of the work she continues to create today. 
The instructor applauded her results and gave her the 
encouragement she needed. She mentions “failure, 
frustration, solution and gratification” remain a factor 
in her process, today. 

Her paintings are intuitively and spontaneously cre-
ated, yet are very much based on the beauty of nature 
and her garden. She has a gift for unlocking creativity in 
others — especially those who feel they are not artistic. 
Her methods of teaching are unique and allow par-
ticipants to let go and trust their intuitions. The Tent 
of Creativity” in her yard is a colorful and wonderful 
place to be!

Ballou’s large-scale collage works are perfect for 
the end of winter into spring. In conjunction with 
her exhibit, there will also be an interactive collage 
to which visitors may contribute. In addition, the 
museum is collaborating with her on a one hundred 
butterfly painted rock scavenger hunt on the grounds 
to celebrate spring! 

Ballou will be giving a gallery talk on Saturday, 
March 23, at 2:00 pm, in conjunction with the spring 
equinox. In addition, she will be offering a Painting 
with Paper Workshop on Saturday, April 6, from  
10:00 am – 3:00 pm. 

Sally Dean Mello, Education Coordinator

The museum’s 2020 Herring Mosaic Project for 
Plymouth 400 continues to evolve.
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S C H E D u L E

Dorothy Walsh Haviland and Bill Haviland, 
Printmaking Exhibit, Artist reception Sunday, 
May 19, 1:30 – 3:30 pm. Exhibit continues 
Wednesday – Sunday, May 22 – 26, 1:00 – 4:00 pm

Alden Studio Gallery 

Marcia Ballou, Saturday, March 23, 2:00 pm

Meet the Artists from the Duxbury Art Association 
Winter Juried Show, Thursday, March 14, 10:30 am 
coffee, 11:00 am talk

Gallery Talks

Joyce Zavorkas, Digital Transfer, Saturday, 
January 12, 10:00 am – 3:00 pm. $95. Plus $10 
materials fee

Marcia Ballou, Painting with Paper, Saturday, 
April 6, 10:00 am – 3:00 pm. $175. All materials 
provided

Annual Fairy House Workshop, Date TBA

Workshops

Volunteers
Museum volunteers play an important role in support-
ing the museum’s programs. They strengthen its con-
nection to the local and regional community through 
their engagement with artists and visitors.  

New volunteers begin with an orientation program 
which provides an opportunity to learn about the his-
tory of the museum, events and exhibits, to share ideas, 
to ask questions and to meet members of the staff.

Opportunities exist in several different areas and 
offer an excellent opportunity to share a special skill 
or to expand interests. These include welcoming and 
helping visitors, assisting in programs for children and 
adults, serving at receptions, concerts and tea ceremo-
nies, helping to keep a portfolio of the museum’s news 
clippings and assisting the curators during a show 
change. 

Our volunteers enjoy and benefit from attending 
museum Gallery Talks and Artist Demonstrations which 
are presented by exhibiting artists. These talks give 
the public, the staff and the volunteers a better under-
standing of the artists’ work. Volunteers often share this 
insight with our visitors. Field trips to area galleries and 
museums are also planned for volunteers and staff. In 
addition, the annual holiday luncheon gives everyone 
the opportunity to celebrate the past year’s hard work 
and accomplishments and for the staff to say thank you 
to our dedicated volunteers.

We welcome volunteers of all ages. And we seek to 
bring young people into our program, especially during 
the summer when high school and college students are 
available. 

We appreciate our volunteers. It’s an exciting way to 
spend your spare time and you are never too young or 
too old to learn something new. If you are interested in 
learning more about our volunteer program, please call 
the museum. 781-934-6634

Doris Collins, Community Coordinator                  

Many more gallery talks, workshops and demos will 
be scheduled during the year.



The Art Complex Museum 2019 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 
museum and its programs are supported by the 
Carl A. Weyerhaeuser Family Charitable Trusts and 
by gifts from friends of the Museum. All programs, 
unless otherwise noted, are free.  This publication 
was produced in cooperation with the Plymouth 
County Convention and Visitors Bureau.

Through January 13, 2018
New England Watercolor Society Biennial 
North American Open
Rotations: The Art of Craft – Native  
American Highlights

Through February 17
ArtSynergies Presents: Fusion

February 3 – April 13
Duxbury Art Association Winter Juried 
Show
Gala Opening – Saturday, February 2, 
6:00 – 9:00 pm
Rotations: Reprocibility Setting the Tone

February 24 – May 12
BLOOM: Collage painting by Marcia 
Ballou
Opening Reception: February 24,  
1:30 – 3:30 pm

April 28 – September 1
Some Assembly Required
Reception: May 19, 1:30 – 3:30 pm
Rotations: Working the Land

May 19 – August 11
Printmakers of Cape Cod: Floating Worlds
Reception: May 19, 1:30 – 3:30 pm

August 18 – November 10
Steve Novick: Approximation
Reception: September 15, 1:30 – 3:30 pm

September 15 – January 12
Draw The Line
Reception: September 15, 1:30 – 3:30 pm
Rotations: Nocturne

November 17 – February 16, 2019
George Herman: Found Paintings
Reception: November 17, 1:30 – 3:30 pm

WORKSHOPS/EVENTS
(Please see page 15)
Blooms at the Complex: March 30 and 31, 
1:00 – 4:00 pm

Tea Ceremony Presentations
Are given at 2:00 pm in the tea hut situ-
ated in a Japanese Garden on the museum 
grounds. Tea presentation will be held on 
June 30, July 28 and September 29.  

Sunday Afternoon Concerts at 4:00 pm 
have been a popular tradition for many 
years.

April 7, Prometheus Duo, piano, saxo-
phone

May 5, Ensemble Aubade, flute, viola, harp

August 4, Four Hand Band, duo piano

October 6, Diana Fanning, piano

November 3, Aaron Larget-Caplan, classi-
cal guitar

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


