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The genesis for this exhibition arose from a pairing of works in 
Illusion and Abstraction: Capturing the Landscape, held at BNG in 
2021. There, two artworks — Quarry in Warwick (01), by Nancy 
Valentine (American/Bermudian, 1925-2019) and Modern House 
on North Shore (02), by Christina Hutchings (Bermudian, born 
1953) — sat side by side, united in their distillation of the Bermuda 
landscape into a study of shape, colour and form. Despite being 
created over 60 years apart and in very different mediums — 
the first in oils in 1950 and the latter, a mixed-media collage, in 2014 
— the synergy between the two was evident. 

A closer examination revealed that 

the connection ran far deeper. The 

works were painted by a mother 

(Valentine) and daughter (Hutchings), 

both former Bermuda Biennial artists 

and each a pioneering creative in 

her own right. Testing Boundaries 

looks at the work of these two 

Bermudians, whose lives and studio 

practices are intertwined, and who 

each forged a unique path as women 

and as interdisciplinary artists. 

On seeing her work and her mother’s 

work hung together for the first 

time, Hutchings says, “I felt happily 

surprised by the similarities of our 

aesthetics. I had not realized this 

synergy existed, and it is reassuring 

to feel that it does.” 

At first glance, their bodies of work 

feel disparate — Hutchings’ is shaped 

by structure, whilst Valentine’s, in 

contrast, contains an inherent 

softness — yet both are led by their 

materials and framed by an instinctive 

eye for colour and composition. 

Prolific in their output — the result of 

dedicated studio practices central 

to both artists — the two women 

also share a progressive and lifelong 

desire to innovate and ideate. 

Nancy Valentine studied at Pine 

Manor College and Northwestern 

University in the 1940s, before 

deepening her studies at The Art 

Students League of New York (1954, 

1973). The school, renowned for its 

unrestrictive approach to artmaking, 

is the alma mater of many of the 

Abstract Expressionists, including 

Mark Rothko and Jackson Pollock, 

as well as ground-breaking artists 

such Robert Rauschenberg and Cy 

Twombly, two of Valentine’s 

contemporaries at the school. 

“The Art Students League of New 

York provided an opportunity for my 

mother to experience a wide range of 

artistic styles,” Hutchings explains. 

“I am sure that she would have 

been aware of the experimentation 

and innovation that was occurring 

in art and design in the 1950s. She 

would have embraced the spirit of 

the time and place. As a result, 

I imagine my mother saw Bermuda 

through a different lens.” 
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Valentine moved to Bermuda in 1950, where she continued 

to develop her art practice, at a time when there were 

very few visible women artists. Initially painting in oils and 

working in ceramics and enamel, she quickly moved to 

experimenting with plastics, intrigued by the adaptability 

and pliability of the synthetic material which transformed 

life in post-war America. She told the Bermuda Sun in 

1969, “Ceramics and enamels, which I had been working in 

at the time, have been around for thousands of years. This 

was the first new art medium. I thought it was exciting. 

Anything you did in it was new; no one had used the stuff 

before, and that made it interesting to me.” 

Youth On Fire (1955) is an early example of Valentine’s 

experimentation, containing a small epoxy resin butterfly 

overlaid on oil paint in the bottom left corner of the canvas. 

The work was exhibited in cities across the U.S. and Canada 

in the early 1960s as part of the travelling Bermuda Art 

Exhibition, sponsored by Eastern Airlines, at a time when 

very few artists, and certainly none in Bermuda, were 

working with such innovative materials. Reflecting on her 

work in plastics, she said to the Bermuda Sun, “Plastics 

have become an artform, which they weren’t considered 

to be when I first started, and this pleases me very much.” 

In 1956 Valentine began making large-scale decorative screens, 

which displayed natural materials elegantly embedded in 

resin and framed in wood. National Geographic published 

an article on them in 1958 which led to features in House 

Beautiful magazine and the Chicago Sunday Tribune, and a 

commission in 1960 by the Bermuda government to make 

a pair of screens for Princess Margaret, a gift to her from 

the people of Bermuda to celebrate her marriage. 

That same year, her screen won Third Prize in the third 

Annual Design Derby held in Miami, Florida. The expo, which 

was sponsored by the Designers and Decorators Guild, 

highlighted the works of both national and international 

designers, decorators, artists and craftsmen. Valentine took 

this experimentation one step further later that year with 

the design of a set of modernist furniture made from fiberglass, 

a new medium which at the time was predominantly used 

in the manufacture of boats. 

Christina Hutchings’ childhood memories are centred 

around her mother’s art studio in the house, which was a 

welcoming place of exploration and experimentation. “In 

the years of her work with fiberglass and resin, there was 

always a prevalent scent of resin in the house,” she says. 

“As a child, I wasn’t aware it was unusual to have a mother 

who was an innovative artist, who during the day, would go 

to her studio and make things. It was simply what she did.” 
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Hutchings would often join her mother 

in the studio. “More significant is 

the memory of visiting my mother 

in her studio, her invitation to join 

in the activity, and her love and 

enjoyment of working on her art. 

She encouraged my creativity from a 

very young age and always welcomed 

me into her studio while she was 

working. She would share her materials 

and teach me how to work with 

resin, fiberglass, plaster and all sorts 

of painting materials. Being in the 

studio with her was my favourite 

thing to do,” explains Hutchings. 

Valentine supported Hutchings’ desire 

to study both art and architecture, 

which saw her leave Bermuda for 

New York, a city which, like for her 

mother before her, would go on to 

play a central role in the development 

of her artistic practice. Having 

completed a BFA in painting from the 

Tyler School of Art (1976), Hutchings 

completed an artist residency at 

the renowned Skowhegan School of 

Painting and Sculpture (1977). 

It was at Skowhegan that Hutchings 

met Dutch artist and sculptor César 

Domela (1900-1992), who had 

been a key figure in the geometric 

abstraction movement in Europe in 

the 1920s alongside Piet Mondrian. 

Domela was a visiting artist at the 

residency, and she remembers a 

lecture he gave in which he said he 

“could speak only to people who 

worked in an abstract manner.” 

Hutchings explains, “At the time I was 

startled by his peremptory declaration, 

and he did not visit my studio that 

summer because I was painting in 

a very representational way. However, 

in hindsight, his commitment to 

abstraction has been a huge help 

and it is something that has stayed 

with me.” 

Hutchings continues, “Throughout my 

life it has been a struggle between 

representation — which is what I 

thought people wanted to see — 

and abstraction. I have always been 

more drawn to abstraction.” Referring 

to her early works, Walled Garden at 

Yellow House (1976) and Skowhegan 

Studio (1977), she adds, “I went 

back and forth between abstraction 

and representation for a long time. 

Those two works, and the Umbrian 

Landscapes (1983), are a combination 

of the two impulses. Years later after 

my time at Skowhegan, I would 

love the opportunity to speak with 
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Domela about his abstract paintings. 

I now understand exactly what he meant.” 

After the Skowhegan residency, 

Hutchings returned to New York to 

work as a colourist for a fabric design 

company in the garment district, 

before going to graduate school. After 

receiving a Master of Architecture 

from the University of Virginia (1983), 

she went on to work for cutting-edge 

architectural firms Henry Miller & 

Associates, Peter Marino + Associate 

Architects and Skidmore Owings & 

Merrill LLP. 

Throughout her time working as an 

architect, Hutchings maintained a fine 

art practice and completed further 

artist residencies at the Virginia Centre 

for the Creative Arts (1989), MacDowell 

(1991) and the Edward Albee Foundation 

(1991). She credits this time at the 

residencies, where she was able to 

concentrate solely on her art, undisturbed 

and in the company of other artists, 

as having had a lasting impact on her 

artistic career. 

Hutchings’ work in recent series is 

characterised by clean lines and a 

grid-like structure, with a precise 

attention to material, repetition and 

fragmentation. “I’m not interested in 

the subject matter itself, but in 

an idea about the subject matter 

and in capturing it in a formal way,” 

she says. Hutchings returned to 

Bermuda in 2008 to commit fully to 

her art, and credits this as a turning 

point in her practice. “When I moved 

to Bermuda, finally I found that I 

didn’t have to search for the subject 

matter. It was there in feelings, in 

places, and in memories of places. 

I think of an island as a life-boat — 

being in isolation but being safe.” 

Hutchings often uses materials 

(string, wire, cord) and found objects 

(a paper cup, a whistle, a ruler) 

both to create boundaries and to 

draw in three dimensions. “Collages, 

and sometimes paintings, feature 

details made with hardware materials 

which are considered for their 

aesthetic value as much as their 

functional value,” she explains. She 

told Numero Cinq magazine in 2012, 

“When I begin a piece, I think of the 

piece as a painting and as an object…

The frame defines a space in which 

to work and provides a boundary 

either to respect, or disregard with 

extensions and additions.” 

Whilst allowing herself to be led 

by an intuitive sense of discovery 

in the studio, Hutchings attributes 

her time spent in New York, working 

as a designer and architect, to the 

studied way that she conceptualises 

and develops an idea. On taking an 

interdisciplinary approach to art 

making, she says, “I think my work 

across a variety of media stems 

from study, my work in architecture 

and my interest in the development 

of abstraction,” citing Post-Impres-

sionist painter Paul Cézanne as 

an influence. 

Like Valentine, Hutchings continues 

to experiment, exhibiting regularly 
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It is interesting to note that after a 

period working predominantly in 

oils and focused on landscapes in 

the 1980s and 90s, Valentine also 

continued to innovate, returning 

to plastics towards the end of her 

career. She told Bermuda National 

Gallery in 2002, “I have temporarily 

in the Bermuda Biennial (’10, ’12, ’14, 

’16, ’18, ’20), and spends most days 

in her studio at home in Bermuda. 

Her work spans painting, drawing, 

assemblage and sculpture — ranging 

from small, intimate works that draw 

the viewer in, to large scale installations 

which dominate a space. 

returned to polyester resin and 

fiberglass, the medium I developed in 

1955 and worked in almost exclusively 

for 20 years. Plastics as an art form 

somehow seems appropriate for the 

21st century.” 

Female artists remain overlooked 

and undervalued. According to 

the National Museum of Women in 

the Arts (NMWA), of which Nancy 

Valentine was a founding member, a 

data analysis of 18 major U.S. art 

museums found that their collections 

were 87% male. Commercial statistics 

are equally revelatory, showing that 

96% of artworks sold at auction are 

by male artists. The most expensive 

work sold by a woman artist at 

auction, Georgia O’Keefe’s Jimson 

Weed/ White Flower No. 1 (1932) 

sold in 2014 for $44.4 million — 

more than $400 million less than the 

auction record for a male artist, 

Salvator Mundi by Leonardo da Vinci, 

which sold in 2017 for $450.3 million. 

Throughout history, the canonisation 

of female artists has not been 

prioritized. Whilst there is a movement 

to rectify this, as NMWA Director 

Susan Fisher Sterling points out, 

“People in the art world want to think 

that we are achieving parity more 

quickly than we are.” With their 

unwavering quest for experimentation 

and innovation, Valentine and 

Hutchings are helping to pave the 

way forward. 
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BROCHURE ARTWORKS

Nancy Valentine
Quarry in Warwick 
c. 1950

Oil on canvas

17 x 25 in

Christina Hutchings
Modern House on 
North Shore
2015

Collage 

17 x 13 x 1.5 in

Nancy Valentine
Youth On Fire
1955

Oil and resin on canvas

12 x 16 in

Nancy Valentine
Decorative Screen
1959

Natural materials, resin, wood

73 x 60 x 1.5 in (flat)

Nancy Valentine
Flowers
c. 1973

Resin, wood, glass

14 x 20 in

Nancy Valentine
Untitled
c. 2000

Oil on canvas

18 x 24 in

Christina Hutchings
Skowhegan Studio 
1977

Oil on Masonite

10 x 18 in

Christina Hutchings
Umbria Landscape, 
Road to the Mill
1987

Oil on paper

14 x 20 in

Christina Hutchings
Site Plan
2010

Gouache and painted paper 

cup on graph paper

17 x 13 x 1.5 in

01.

02.

03.

04.

05.

06.

07.

08.

09.

10.

11.

12.

13.

14.

15.

16.

17.

Christina Hutchings
Gemini Space Capsule
2010

Gouache and painted 
paper cup on paper

17 x 13 x 1.5 in

Nancy Valentine
Chair
1970

Fiberglass

24 x 24 x 28 in

Christina Hutchings
#1
2012

Pen on paper with 
Color-Aid paper

10 x 10 x 2 in

Christina Hutchings
#2
2012

Pen on paper with 
Color-Aid paper

10 x 10 x 2 in

Christina Hutchings
#3
2012

Pen on paper with 
Color-Aid paper

10 x 10 x 2 in

Christina Hutchings
#4
2012

Pen on paper with 
Color-Aid paper

10 x 10 x 2 in

Nancy Valentine
Fruit and Vegetable Stand 
Church Street East
c. 1970

Oil on canvas

24 x 19 in

Christina Hutchings
Walled Garden at 
Yellow House
1976 - 2022

Oil on paper

19 x 15 x 2.5 in 
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Nancy Valentine photographed in her studio in New York, 1970s.

Christina Hutchings photographed in her studio at MacDowell, 1991. 
PHOTO: JOANNA ELDREDGE MORRISSEY
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