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and design for over forty years

Grand Reopening 
September 3, 2021

After a transformative renovation, Mingei will 

reopen to the public on September 3, 2021. 

Learn more at mingei.org/transformation. 

Mingei
International

Museum

Higomari

Craft, more than just art.

celebrating folk art, craft

For hundreds of years Japanese 
mothers have been fashioning 
balls of yarn — often using 
recycled materials and a core of 
rice hulls — wrapping them in 
colorful and intricate designs as 
playthings for their children.



This exhibition is supported, in part, by public funds from the New York City 
Department of Cultural Affairs, in partnership with the City Council. 

The National Endowment for the Humanities and the Museum of Arts and 
Design together: democracy demands wisdom. 

Katherine Westphal, Tiepolo (detail), 1969. Photo: Eva Heyd.

CRAFT 

 FRONT & 
CENTER

2 COLUMBUS CIRCLE, NYC  
MADMUSEUM.ORG

ON VIEW 

MAY 22 – FEB 13

Discover more than 70 iconic and 
beloved works assembled from the 
eclectic richness of the Museum’s 
collection and highlighting key 
touchpoints in craft’s history that  
have led to the current moment.
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ON THE COVER
Bisa Butler's 2019 quilt, Broom Jumpers, references the 

custom of Black American couples jumping over a broom 

at the end of a wedding, a tradition initiated when it was 

illegal in the United States for two enslaved individuals to 

be legally wed. Photo by Margaret Fox, courtesy of the 

Claire Oliver Gallery, © Bisa Butler. page 22.

KINSHIP
the art and craft of connection

Features

22  Portraits in Craft | EMILY FREIDENRICH

  Bisa Butler, Sarah Sense, and Giles Clement:  
old photography at the heart of new narratives.

30  Kindred | CAMILLE LEFEVRE

  There’s a bit of magic in Wence and Sandra Martinez’s 
decades-long painting and weaving collaboration.

38  Celebrating American Craft’s

 80th Anniversary

41  Designing | ANNI ALBERS

 A powerful essay originally published in the May 1943  
 issue of Craft Horizons.

44 STATE OF CRAFT

 The Energy of Kinship | LIDEWIJ EDELKOORT

 A renowned cultural forecaster on animism—and the  
 soul of an object. 

48 More than a Plate | ANJULA RAZDAN

  Land, food, and art come together in ceramist Gregg 
Moore’s collaborations with Stone Barns Center's Chef 
in Residence program.
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  Refract: The Seattle Glass Experience,  

a citywide festival. | JON SPAYDE

15 New Releases
  Four books and a podcast.

16 The Crafty Librarian 
  Highlights from the ACC Library
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THE CRAFTED LIFE

58 Encounter 
  Returning. How Randy Takaki's 

sculptural figures forever changed an 
artist's life. | LISA MAUER ELLIOTT

64 Insight 
  On This Land Where We Belong.  

A rural Minnesota artist reflects on
 an oil pipeline, craft, activism, and
 making kin. | SHANAI MATTESON

76 From the American

 Craft Council
  News, updates, and thanks.

80 End Note 
  Tables for Peace. George Nakashima’s 

dream of peace takes shape in sacred 
tables across the globe.

ABOVE LEFT: Dina Nur Satti’s ceramics, 

such as this Lotus vessel, are informed by 

her studies of African art and precolonial 

African societies. page 19.  ABOVE RIGHT: 

Wood figures by the late Hawaiian artist 
Randy Takaki. page 58. LEFT: At 16 x 20 in., 

this large ambrotype of musician and artist 

Casey Jane was a first for photographer 
Giles Clement. His homemade camera was 

made from trash bags and bits of wood 

from Home Depot. page 22. OPPOSITE: The 

connection between Sandra and Wence 

Martinez is embodied in Tronco, 2017, 

handspun wool, 95 x 54 in. page 30.

18 Market
  Gather Round. The trivet, an 

unsung hero of the feast, gets its 
due in these inventive designs.

19 Maker
  Dina Nur Satti’s ceramics embody 

the art of ritual. | CLAIRE VOON
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G A B R I E L  O F I E S H 

J E W E L R Y

TRUNK SHOW OCTOBER 15—16

THE FOLK SCHOOL 
CHANGES YOU.

Engaging hands and hearts since 1925. Come 

enjoy making crafts and good friends on 270  

natural, scenic acres in western North Carolina. 

JOHN C. CAMPBELL FOLK SCHOOL

folkschool.org              1-800-FOLK-SCH
BRASSTOWN                    NORTH CAROLINA

Mandala Rings

STUDIOCELIA.COM

407.542.6065 STUDIOCELIA@studiocelia



Source: Forbes.com (April 2021). Top Women Wealth Advisors ranking was developed by SHOOK Research and is based on in-person and telephone due 
diligence meetings to evaluate each advisor qualitatively, a major component of a ranking algorithm that includes: client retention, industry experience, review 
of compliance records, firm nominations; and quantitative criteria, including: assets under management and revenue generated for their firms. Investment 
performance is not a criterion because client objectives and risk tolerances vary, and advisors rarely have audited performance reports. Rankings are based on 
the opinions of SHOOK Research, LLC and are not indicative of future performance or representative of any one client’s experience. Neither Forbes nor SHOOK 
receives compensation from any party, including Morgan Stanley Smith Barney LLC, nor its Financial Advisors or Private Wealth Advisors in exchange for the 
ranking. For more information, see www.SHOOKresearch.com. 

©2021 Morgan Stanley Smith Barney LLC. Member SIPC. CRC 3437587 02/21 REC003 CS 10024363 05/21

Abby Wolman McElroy, CFP®

Investing with Impact Director

Senior Vice President

Financial Advisor

500 Post Road East

Westport, CT 06880

203-221-6060

abby.mcelroy@morganstanley.com

fa.morganstanley.com/abby.mcelroy

Being named to Forbes’ 2021 Top Women Wealth 
Advisors list is a testament to your experience, 
professionalism and dedication to your clients.

Thank you for the work you do each  
day and for carrying forward the culture  
of excellence at our firm.

Morgan Stanley is proud to congratulate 

Abby Wolman McElroy, CFP®
Named one of Forbes’ Top Women Wealth Advisors 

Certified Financial Planner Board of Standards, Inc. (CFP Board) owns the certification marks CFP®, CERTIFIED FINANCIAL PLANNER™, and CFP® (with plaque 
design) in the United States, which it authorizes use of by individuals who successfully complete CFP Board’s initial and ongoing certification requirements. 
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Fond Farewell. Over 
the last three years, I’ve had the 
honor and joy to be at the helm 
of the American Craft Coun-
cil. In this role, I’ve often been 
asked what I think the future 
holds for craft. As we emerge 
from a pandemic and address 
the social, economic, environ-
mental, and civic upheavals 
that we face, I believe there is 
an essential and urgent role for 
craft to play, to stake a claim 

for an ethical engagement with the world through the mak-
ing of things by hand.

While I’m not a craftsperson in the conventional sense, I 
am a gardener, and a very earnest and committed gardener at 
that. One might consider the garden my workshop: the soil, 
water, and light are the raw material from which emerges the 
“object” (the landscape, the flower, the tomato) as a result of 
my labor, knowledge, and skill. Understanding my experience 
of gardening as a form of “plant-craft” has offered me a sense 
of deep kinship with the craftspeople I’ve met and worked 
with over the years. I have a deeper appreciation for the joy 

and satisfaction that comes from making something your-
self. I value artists’ investment of time and practice, and the 
care they take in choosing the right materials. I take great 
interest in the details of their process. Mostly, I love to hear 
the stories of how they found their way to their passion.

Craft in all its many forms is essential to a life fully 
lived. If we truly believe, as we all do at the American Craft 
Council, that craft is central to our shared humanity and 
cultural vitality, then we must pitch a big tent under which 
all kinds of makers are welcomed and celebrated. Because, 
as every gardener knows, diverse landscapes are the ones 
most likely to thrive and remain healthy.

I was first drawn to this organization because of its 
deep commitment to artists and to Aileen Osborn Webb’s 
vision of the power of human creativity. I remain dedi-
cated to this vision. I congratulate American Craft on its 
80 years, and even as I step away from the ACC, I look 
forward to seeing what our craft community continues to 
create and all the beauty it will put into the world.

SARAH SCHULTZ

◆
Sarah Schultz is the outgoing executive director of the American Craft Council.

FROM SARAH SCHULTZ

Kinship. If we’ve learned anything over the past 18 months of life during 
a global pandemic, it’s that connection matters. So in this issue, which honors 
American Craft’s 80th anniversary, we explore craft and kinship. 

Here you’ll find stories of artists whose work has been shaped by deep connection. 
On the cover is a quilted portrait by Bisa Butler, who finds kin among the people 
in the old photographs that inspire her textile work (page 22). Our “Maker” pro-
file highlights Dina Nur Satti, whose ceramic vessels reconnect her with North and 
East African ceremonial traditions and her cultural identity (page 19). Thought- 
provoking essays by the late Anni Albers (page 41), cultural forecaster Lidewij 
Edelkoort (page 44), and American Craft’s art director Lisa Mauer Elliott (page 
58) offer insights into the soulful connections possible in design and craft. 

We hope you’ll savor our stories about inventive craft collaborations, like those 
between weaver Wence Martinez and painter Sandra Martinez (page 30) and 
between ceramist Gregg Moore (pictured on the left) and chefs such as Omar Tate 
(pictured on the right) at Stone Barns Center (page 48). We also hope you’ll con-
sider the role of kinship in craft and in your life—and, as you connect with people, 
places, and materials, that you find yourself deepening these kindred relationships. 

The American Craft team and the whole American Craft Council staff are going 
to miss outgoing executive director Sarah Schultz. We’re grateful for her visionary, 
dedicated leadership, and for always championing the essential work of artists.

KAREN OLSON / Editor in Chief

FROM THE EDITOR
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Visit go.craftcouncil.org/Stories for 

more stories about American craft.
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Shanai Matteson recently 
moved home to rural Minnesota. 
As an artist, she engages 
communities in conversations 
around environmental issues, often 
incorporating craft. In an essay, she 
looks at how creative expression 
and activism shape the world we 
live in—and make kin. page 64.

When the editorial team looked 
through early issues of Craft 

Horizons (now American Craft) for 
our 80th anniversary planning, a 
1943 piece by the late Anni Albers 
stood out. A giant in the field of 
craft, Albers’ essay about design 
is a meditation on form that’s still 
relevant today. page 41.

We asked renowned cultural 
forecaster Lidewij Edelkoort, 
author of A Labour of Love and 
recently a dean at the Parsons 
School of Design, to write about 
what she sees coming next in craft. 
In this issue’s State of Craft article, 
she describes a new animism and
a reconnection with soul. page 44.

We’re grateful to Seattle-based 
Emily Freidenrich, author of 
Almost Lost Arts, for sharing so 
many great story ideas with us over 
the past few years. In this issue, 
she writes about artists Bisa Butler, 
Sarah Sense, and Giles Clement, 
and how they use photography to 
craft portraits. page 22.

“I love everything about food,” 
says Anjula Razdan, who owns 
hundreds of cookbooks and is 
happiest when researching and 
writing about complex issues. 
Here, she tells the story of ceramist 
Gregg Moore’s collaborations with 
chefs at Stone Barns Center for 
Food and Agriculture. page 48.

Meet some of the many writers and 
artists who contributed to this issue
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LETTERS

Letters from 

the Readers

Praise for Our Summer Issue

This issue encouraged me to slow 
down and savor each article, each 
photo, each person whose creative 
efforts were profiled. In our current 
world of unending, meaningless and 
often mean-spirited distraction, this 
issue helped reground me.

 —Wynne Lee, Lummi Island, Washington 

I’ve been subscribing for over 50 
years and found this issue a milestone 
in importance, relevance, creativity, 
and downright  informational! My 
greatest joy came from the article 

“The Art of the Flourish.” Shearing 
off wood from horse carts! Aestheti-
cally functional detailing!  

—Syd Dunton, Los Gatos, California

Your publication is undervalued. It 
belongs in the Pantheon of Publica-
tions with The New Yorker, NatGeo, 
and Omni. At least one time per issue 
my mind is completely blown by the 
differently paradigmed makers. I like 
having my mind blown!

 —Gina Phillips, Spruce Pine, North Carolina

Definitely Not Too Political
In response to the  letter  printed in 
the Summer 2021 issue about the 
magazine getting “too political,” I feel 
like when people say they don’t want 
things to be “political,” it’s a code word. 
Rather, they would prefer that issues 
of race, gender, colonization, and the 
environment be omitted from these 
pages, but they don’t want to say that 
directly. They want to look at art as if 
it and the people who create it exist in 
a vacuum.  Pretending that craft, and 
who gets to do it, and whose craft is 
valued and paid attention to, is entire-
ly apolitical . . . is a political position 
in itself. I for one appreciate the recent 
focus on important issues of the day, 
and how craftspeople grapple with 
them in their work.

 —Katie Byrd, Raleigh, North Carolina

On Art Publications
I am an artist/craftsperson and have 
had subscriptions to many art publica-
tions through the years. I would antici-
pate their arrivals only to be slightly 
pleased. With every issue I receive from 
you I am over-the-top inspired, learn 
new things, and feel a sense of gratitude.

 —Joann Amitrano, Brooklyn, New York

Please concentrate on art and stay 
away from politics and movements. 
Enough of that comes from the 
media. Let us read a pure, pleasurable, 
artistic magazine. 

—Mrs. Monica Rust, Kirtland Hills, Ohio

Missing Men?
I was compelled to get to my keyboard 
when I read this comment on page 48 
of the most recent issue: “. . . learning 
from an old white dude who’s talking 
about, like, African pots, you know?” 
It’s absolutely demeaning. . . . 

As for content, I need some help 
in learning where all the males went. 
My tally from the magazine looks like 
this: Featured in articles or bits and B
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snips: 63 females, 20 males, 3 part-
ners, 1 nonbinary person, 2 unknown. 
Contributors: 8 females, 3 males, 1 
nonbinary person.

—Bob Peterson, Portland, Oregon 

Connected Through Craft
Although I am primarily a wood turner, 
I am always inspired by artists working 
in other mediums. Many of the embel-
lished wood-turned pieces today reflect 
an organic style, very similar to many 
artists working in glass, clay, and felt. I 
see and appreciate the many similari-
ties between vastly different mediums 
today.  My wife and I never miss the 
ACC show in Baltimore each year.

 —Denis Delehanty & Nicole Grondin, 

  Purcellville, Virginia

Re: Namita Gupta Wigger’s obser-
vation about the power and strength 
of craft coming from its breadth and 
depth across cultural connections. 
Yes! It is precisely that human link to 
others across the world and through 
time that has held the deepest mean-
ing for me all the many years I have 
been a craftsperson.

 —Wendy Ellertson (ACC show participant

since 1974), Boston, Massachusetts

CORRECTION:

We regret that we 

misspelled illustrator 

Daren Lin’s name in our 

Summer 2021 issue.

Talk To Us
We welcome your letters and comments 

at letters@craftcouncil.org.

Sign Up For Monthly Inspiration
Sign up for the American Craft Council’s

inspiring emails—including the monthly 

Craft Dispatch and artist interviews 

in The Queue—at go.craftcouncil.org/

SignUp.

Vol
81

No
02

Summer 2021



Tuesday – Saturday 11AM–5PM

Sunday 11AM–4PM and by appointment

215.247.1603

Conditions of Ornament
10/15/2021 - 11/21/2021

Condition of Ornament #97, 2021 Condition of Ornament #35, 2019

Gravers Lane Gallery
8405 Germantown Avenue

Philadelphia, PA 19118

www.graverslanegallery.com

MyraBurg.com  MyraBurg@QuietOboes.com

O: 310-399-5040  C: 310-780-0666 

Please reach out. We’re friendly. 
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community together.
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Joseph P. Logan
Jennifer Martin
Alexandra Moses
Ruth DeYoung Kohler Foundation
Sarah Schultz and Jeffrey Sugerman
Patricia A. Young
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As a national nonprofit, the American Craft Council relies on the support of 
members, donors, and community partners to publish this magazine, create 

opportunities for artists, maintain our one-of-a-kind research library, and so 
much more. These individuals’ contributions are making a huge impact

as we work to uplift the craft community. Thank you for your support.

Virginia Hubbard Morris
Lorne Lassiter and Gary Ferraro
Leilani Lattin Duke
Barbara Laughlin
Robert Lynch and Dianne Brace
Joanna and Gerald Mandell
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Kathleen Emrich and Robert Sherwood
Robert and Tor Erickson
Lisbeth Evans and James Lambie
F. T. Weyerhaeuser Family Fund
Miguel Gómez-Ibáñez

Rosemary and David Good
Grainer Family Foundation
Harriett Green
The Gyöngy Laky Fund
Judy Hawkinson and Patrick Plonski
Helena Hernmarck
V. Howard
Jerome A. Chazen Donor Advised Fund
Ed Kidera
K. Kleven
Melanie and Bob Little
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 Fidelity Charitable
Barbara McFadyen
Jean McLaughlin and Tom Spleth
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Marsy Mittlemann
Starr Moore
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Gifts in Honor of Paul J. Smith
Thanks to the following donors for 
honoring Paul’s legacy by making a gift 
in support of the Paul J. Smith Legacy 
Fund for the American Craft Council 
Library & Archives.

Boris Bally
Joan Benedetti
Namu Cho
Michele and Martin Cohen
Suzanne and Edward Elson
Sandra Eskin
Ted Hallman and Michael Barnett
Peter and Terri Held
Charlotte and Raul Herrera
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Nancy Koenigsberg
Janet Koplos
Albert LeCoff
Roberta Lutgens
Martina Margetts
Wendy Maruyama and William Schairer
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Danuta Nitecki
Debra Rapoport
Karen and Michael Rotenberg
Jane G. Sauer
Jan Serr and John Shannon
Toni Sikes
Catherine Whalen

Gifts in Honor of Lois Moran
Thanks to the following donors for 
honoring Lois’ legacy by making a gift 
in support of the Lois Moran Award for 
Craft Writing.

Curtis Benzle and Wendy Wilson
Lindsay, Charles, and Eleanor Coates
Kirk Delman
Mary Jane Edwards
John and Andrea Gill
Emily Gurtman
Helena Hernmarck
Mary Lee Hu
Mary Bear Hughes and Robert Hughes
Kiyomi Iwata

See Your Name Here—Three Ways To Increase Your Support
• Make a fully tax-deductible donation separate from your ACC membership.
• Give in the form of stock, mutual funds, and other securities.
• Invest in ACC with a planned gift via your estate plan, retirement account, and more.

Find details about each of these ways to support at go.craftcouncil.org/Support. Contact ACC development 
director Judy Hawkinson directly at jhawkinson@craftcouncil.org.

This list recognizes those who donated to ACC between October 1, 2019, and May 31, 2021, for any purpose, 
including annual giving, project support, and event sponsorship. ACC has made every effort to ensure the 
accuracy of this listing. 
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Michael McKay and Catherine
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Julie Shaw
Sally and Robert Silberberg
Robert Silberman
Rosanne Somerson
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Don Thomas and Jorge Cao
Michele Tuegel
James Wallace
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A piece from Zoë Powell’s 
Silk series (2020).
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ABOVE: Refract includes studio visits 

with artists such as Melissa Misoda. 

Her Earthscapes series was created in 

response to quarantine and inspired 

by what is often taken for granted, 

such as mountains, beaches, and 

flowers. @misodaglass. 
OPPOSITE LEFT: Many artists will 

be offering demonstrations, like 
Tlingit artist Raven Skyriver did at the 

Seattle Glassblowing Studio during 

the last Refract event. @ravenskyriver. 
OPPOSITE RIGHT: This Forager Bear 

Totem is by Dan Friday, a Lummi/

Straits Salish artist. @danfriday.

Refract: The Seattle Glass Experience.
Seattle and its environs are the heartland of art glass in America, 
and the reason is not far to seek. In 1971, the 30-year-old Dale 
Chihuly cofounded the Pilchuck School of Glass in the woods 
north of Seattle. Chihuly became an art star, and Pilchuck grew, 
too, from a “summer camp” for experimentalists into one of the 
world’s greatest art glass centers, inviting old-world masters to join 
the eager Americans and producing scores of artists who estab-
lished hot shops and galleries and taught others in turn.

This heritage will be on display when the Chihuly Garden and 
Glass museum joins Visit Seattle, Pilchuck, and a host of galleries 
and artists to present the third annual Refract: The Seattle Glass 
Experience. The citywide celebration will offer studio tours, exhibi-
tions, demonstrations, parties—40 events in all.

Major events will underscore the confluence of European and 
local traditions and the teacher-student succession. Lino Taglia-
pietra, a master of the Murano technique, will visit from Venice, 
Italy. Dante Marioni, who studied with Tagliapietra at Pilchuck, 
will show his elegant, colorful work, and Morgan Peterson—who 
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PREVIEW

More Craft Happenings!

Visit go.craftcouncil.org/CraftHappenings for our seasonal 

roundups of craft exhibitions, shows, and other events.

studied with Marioni—will discuss her wry exhibition, Born of 
Our Culture/American Excess, with its oversize glass pill bottles 
and credit cards.

Dan Friday fuses traditions in a different way. The Lummi/
Straits Salish artist, who will demonstrate glass sculpting, has 
worked in Chihuly’s studio for years and studied with Marioni’s 
father, Paul, an art glass pioneer. He was also mentored by a 
great friend of Dante, the renowned Tlingit artist Preston Sin-
gletary, and by Fran James—often called Aunt Fran—a basket-
maker he calls “one of the great culture-bearers of our people.” 
Friday’s elegant glass baskets pay homage to James, and his art 
as a whole pays homage to his great-grandfather Kwul-kwul-tw 
( Joseph Hillaire), a famed totem-pole carver. 

“His works, in wood, have nearly all decayed and disappeared, 
kind of like ice sculpture,” Friday says. “I decided that I wanted 
to honor him in a medium that is more permanent—even if it’s 
also fragile.”

Keeping traditions of art and mentorship alive in ever-new 
forms—that’s the keynote of Seattle’s glass scene, and of this 
showcase as well. —Jon Spayde

◆

Seattle, Washington

October 14–17, 2021
refractseattle.org | @refractseattle
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THE HANDCARVED BOWL: 

DESIGN & CREATE CUSTOM 

BOWLS FROM SCRATCH

By Danielle Rose Byrd
Blue Hills Press, April 2021
$27.95

THE LINDQUIST LEGACY:

A HISTORY OF THE US STUDIO

WOODTURNING MOVEMENT

By Seri C. Robinson
Schiffer Publishing, August 2021
$50

Wood carver and sculptor Danielle Rose Byrd guides 
established and beginning carvers alike through hand- 
carving fundamentals. While focusing on bowls, Byrd 
takes us beyond mere instructions to tool maintenance 
basics; the use of benches, clamps, and blanks; and the 
inner workings of wood as material, as well as addressing 
self-care practices essential to this physical art form.

Through the lens of the legacy of renowned wood-

turner and sculptor Mark Lindquist, Seri Robinson explores the his-

tory of the woodturning movement. Over 300 photos, some of pieces 

not seen before, help illustrate woodworking’s evolution from func-

tional hobby to studio craft.

CUT THE CRAFT

Podcast
Created by Amy Umbel and
Brien Beidler
cutthecraftpodcast.com

NEW RELEASES

For the 20 women who opened their homes and offices 
to Australian photographer and author Robyn Lea, how 
they design their everyday spaces is a creative act, and, 
ultimately, a way to live. Prepare to be inspired as you 
step inside the pages of these art- and craft-filled rooms 
of beauty, power, and tranquility.

A ROOM OF HER OWN:

INSIDE THE HOMES AND

LIVES OF CREATIVE WOMEN

By Robyn Lea
Thames & Hudson, June 2021
$45

Drawing on research for the landmark exhibition Soul of 
a Nation: Art in the Age of Black Power, co-editors God-
frey and Biswas compiled more than 200 texts explor-
ing complex conversations around Black art, specifically 
between 1960 and 1980. At the time, artists across all 
media—including textile artist Faith Ringgold, assem-
blage artist Betye Saar, and curator Lowery Stokes 
Sims—were debating “What is Black art?” 

THE SOUL OF A NATION 

READER: WRITINGS BY AND 

ABOUT BLACK AMERICAN 

ARTISTS, 1960–1980

Edited by Mark Godfrey and
Allie Biswas
Gregory R. Miller & Co./D.A.P, 
June 2021
$39.95

Co-hosts Umbel and Beidler are all about demystifying 
craft and bringing “stories of handcraft and its makers 
to you.” Through meaningful interviews, they tease out 
the nuances of an incredible array of making practices, 
from letterpress to constructing fly rods, stone carving 
to paint making, and everything in between.
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THE CRAFTY LIBRARIAN

The American Craft Council Library & Archives in Minneapolis 
contains the country’s most comprehensive archive of contemporary American craft history, with more 
than 20,000 print publications, files on nearly 4,000 craft artists, four major archival collections, and 
a robust digital collection. Here, librarian Beth Goodrich shares recent acquisitions and highlights. 

B
O
O
K
S

Introducing Friends of the
ACC Library & Archives

We invite you to become a charter member  
of this newly launched group committed to  
supporting, promoting, protecting, and preser- 
ving American craft stories and documents 
for study and research by students, curators, 
historians, and the general public. For more in-
formation contact ACC director of development 
Judy Hawkinson at jhawkinson@craftcouncil 
.org or 651-434-3951. 

To explore the ACC Library & Archives, which 
has reopened for private appointments, visit 
go.craftcouncil.org/Library. Sign up for the 
quarterly digital version of The Crafty Librarian 
at go.craftcouncil.org/CraftyLibrarian. 

From the Ground Up: Peters Valley School of Craft (Counselor, 2020) is the 
first major survey on the history of the school since its founding in Layton, New 
Jersey, in 1970. During a period when studio craft was entering mainstream cul-
ture and the counterculture was embracing a back-to-the-land ethos, Peters Valley 
emerged as a new generation of craft school that served as a retreat for both prac-
ticing artists and students alike. The Hunterdon Art Museum partnered with Peters 
Valley to present this exhibition honoring the 50-year history of the school, and the 
text for this companion book was written by Elizabeth Essner. $24.99

counselorbooks.com | @counselorbooks

Radical Jewelry

Makeover 

is a short film about 
jewelry’s connection 
to mining issues and 
current efforts to cre-
ate innovative jewelry 
from recycled materi-
als. The film depicts 
the fourth edition of 

the project of the same name developed by the non-
profit Ethical Metalsmiths. The 13-minute film by Dana 
Richardson and Sarah Zentz documents a two-week 
workshop at North Carolina’s Penland School of Craft 
in 2009. The film debuted at the Museum of Arts and 
Design in New York City and is available for rental or 
purchase through Artfilms.
radicaljewelrymakeover.org | @radicaljewelrymakeover 
artfilms.com.au

This companion publication to the exhibition of the same name at the Museum of In-
dian Arts & Culture in Santa Fe, Clearly Indigenous: Native Visions Reimagined in 

Glass (Museum of New Mexico Press, 2020) by Letitia Chambers, explores both the 
ways in which Native artists express their cultural heritage in glass and the historical 
context of the introduction of glass art into the Native community in tandem with the 
emergence of the studio glass movement. Featured artists include Tony Jojola (Isle-
ta Pueblo), Preston Singletary (Tlingit), Virgil Ortiz (Cochiti Pueblo), Rory Wakemup 
(Minnesota Chippewa), and Priscilla Cowie (Maori), as well as Dale Chihuly, who 
spent time in Santa Fe and was influenced by Native art as much as he influenced 
Native artists working in glass. $45
mnmpress.org | @mnmpress
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FINE 
CRAFT 

SHOW
21ST ANNUAL

AND SALE

NOV 5-7, 2021

MEMORIAL ART GALLERY 

Opening Party Friday, Nov. 5, 6-9PM 

Saturday, Nov. 6, 10AM-5PM 

Sunday, Nov. 7, 11AM-5PM

CALL FOR TICKETS 585-276-8910

One-of-a-kind and limited-edition works 

of 40 contemporary craft artists

500 University Avenue � Rochester, NY � mag.rochester.edu

Art credits: Hideaki Miyamura, Ellen Cohen, Scott Sober

Sponsored by

Modern Design
NOVEMBER 16, 2021 | CHICAGO

FEATURED WORKS

Peter Voulkos and  
Sam Maloof

CONTACT

Hudson Berry
Director, Specialist,  
Modern Design
hudsonberry@hindmanauctions.com

DOWNLOAD THE HINDMAN APP FOR  

IOS AND ANDROID  ARROWMONT.ORG 
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This hand-forged steel trivet from Detroit-based Smith 

Shop, founded by metalsmithing duo Gabriel Craig and 

Amy Weiks, is just one of the fine limited-production 
pieces they produce. Steel is only part of their story; 
they also work in gold, silver, copper, and brass, making 
everything from jewelry to architectural hardware. Trivets 
are available in two sizes and styles. / $275–$350

smithshop.com | @smithshopdetroit

The shiny accents in the Elements Earth Trivet are flecks 
of gold, but the body of the piece has a humbler origin. 
Using a patented process combining ancient Italian 
glass techniques and modern technology developed 
by glass artist Annie Morhauser, artisans at Annieglass 

in Watsonville, California, created it from the company’s 
scrap glass. / $67

annieglass.com | @annieglass

Sallyann Corn and Joe Kent of Fruitsuper Design in Seattle describe 
themselves as “passionately nerdy about materials,” and the passion 
shows in this modern and minimal Lift Trivet. Handcrafted from brass, it 
gets darker and richer over time. The two industrial designers started their 
collaboration-based company in 2008 and keep their inspiration up, they 
say, by traveling, reading, and learning new things from new people. / $48

fruitsuper.com | @fruitsuper

MARKET

Gather Round. Many homes have two tables around which people tend to congregate for  
celebration and sustenance. Whether it’s a family meal or a party, the kitchen table and the dining room 
table are places of joy and nourishment. And the trivet is there to help—to protect the table from a hot pot 
of chili or a steaming casserole. But trivets can be a whole lot more than functional; they can add beauty 
to the conviviality. Check out this collection of gorgeous trivets to contribute a handcrafted touch to your 
own tabletop.
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Fine felt from the highest quality merino wool makes these trivets soft  
places for warm dishes to land. Made by Graf Lantz in Los Angeles, 

their combination of strict minimalism and sensuous appeal  
reflects the perspectives of Holger Graf, trained as a structural 

engineer, and Daniel Lantz, who immersed himself in the 

art and culture of Japan. Their homeware and apparel 
business puts a premium on sustainability, too. / $52

graf-lantz.com | @graflantz
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Dina Nur Satti with one of her Habba 

vessels, which reimagine wood 

pounders used to grind grain.

MAKER

Dina Nur Satti. The pivotal moment for Dina Nur Satti 
came early. She had been taking ceramics classes for less than a year, at 
a Manhattan pottery studio, when she shared her first mugs and tum-
blers with her father. To his eye, they looked a lot like pieces from the 
Kerma culture in Nubia, which had developed a rich history of pottery 
traditions. When her father sent back reference photographs, some-
thing in her clicked. “There was this sense of remembering—I was like, 
There’s something there, a communication happening on a DNA level,” 
Satti says. “It was almost like communicating with an ancestor who 
had done this in the past.”

That feeling of connecting to some place distant yet undeniably 
familiar has been a tether for Satti in the last six years, as her craft has 
grown into a thriving business. Working under the name Nur Ceramics, 
she is known for quietly exquisite pieces that nod to artistic, spiritual, 
and quotidian traditions of North and East Africa, where her family’s P
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MAKER

ABOVE: Dina Nur Satti shapes a Lotus vessel. OPPOSITE TOP: 

Satti’s stoneware Saba Incense Burner (14 x 7 in.) is shown with a 

beaded accent. OPPOSITE MIDDLE: These Zir vessels (8 x 12 in.) 

are made of semi-porous clay with a wide belly and tapered bottom, 

a design that keeps water cool in the high desert temperatures. 

OPPOSITE BOTTOM: The asymmetrical arms of these Acacia 

vessels (14 x 8 in.) are inspired by the branches of the acacia tree, 

whose resin is used in Nubian incense burning rituals. Satti says 

incense was burned as an offering to the gods with the belief that the 
smoke carried one’s prayers up to the heavens. P
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roots lie. Her vessels, from vases to incense burners, 
each have an origin story linking them to mores from 
time immemorial, though they look at home in any 
design-savvy 21st-century dwelling.

Born in Chad to a Sudanese father and Somali 
mother, Satti had a peripatetic childhood due to her 
father’s work with the United Nations. Her family 
moved to Belgium, then Paris, then Kenya, before she 
went to New York City for college. She took courses 
in international and intercultural studies to explore 
her interests in cultural anthropology, animism, and 
mythology. But it was an African art history class that 
compelled her to think more critically about her iden-
tity. She also realized how little she knew about pre-
colonial Africa, having grown up in a Muslim home 
that did not fully embrace narratives of indigeneity.

“When I talk to my parents or people in my 
family, there is this rejection of things before Islam 
came, this rejection of understanding where we 
came from,” Satti says. “There was pride around the 
art and ancient civilizations, but there wasn’t this 
connection on the personal level. That class awak-
ened a lot of my questioning.”

Satti still resides in New York City, which exerts 
its own creative influence; Kenya and Sudan also rep-
resent different homes for her. She often visits both 
countries and has also traveled throughout regions 
of Africa to meet and learn from traditional potters, 
such as the Kechene Women’s Pottery Cooperative 
near Addis Ababa, Ethiopia. Art, whether ceram-
ics or dance, has always been a way for her to better 
understand and engage with cultures across borders.

Threads from Nubian traditions, for instance, 
abound in her clay designs. Tall and capacious to 
resemble scaled-down wells, Habba vessels reimag-
ine the wooden pounders still used today to grind 
grain for flour. Her Zir vessels—slim, barrel-like 
vases yoked by a slender crosspiece—pay homage to 
amphorae (two-handled vessels popular in ancient 
Greece and Rome) that households left outside, 
often in pairs, for thirsty passersby; the water jars 
are symbols of everyday generosity. And her Naama 
series of bowls, deep and full-bodied, underscores 
the understated beauty of ostrich eggs, which sym-
bolize life and resurrection in ancient Nubian and 
Egyptian creation myths.

Satti has also recently been developing her Acacia 
vessels, named for the flat-topped trees common in 
African savannas. “It’s one of those symbols people 
just connect to Africa, but it also brings so much cer-
emonial connection,” she says, pointing out that gum 
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arabic, extracted from acacia trees, is used as a base 
for incense. Her finished pieces—some larger than 
adult torsos—feature dual arterial necks at different 
heights, seemingly in ongoing growth.

It is perhaps Satti’s incense burners, though, that 
best capture the ethos of her practice. Her Saba ves-
sels, hourglass-like pieces formed from conjoined 
trapezoids, cradle charcoal and incense resin—one 
of her favorite forms of incense. They are more than 
design objects, continuing ancient rituals mythic as 
well as familial: Satti remembers her grandmother’s 
routine of burning frankincense and sandalwood in 
mabakhir (censers) around the house.

As much as the burners can help people access 
intangible relationships to their past—smell and 
memory, after all, are intertwined—they can also 
become objects of shared experience. In her own 
gatherings with friends, at which some might play 
the oud (a pear-shaped stringed instrument) or the 
frame drum, Satti uses her burners to anchor the 
performance space, like pillars. “They’ve become 
part of our community’s language,” she says. “For 
me, what’s really powerful is those memories that 
the piece creates and then carries.”

In a way, Satti uses ceramics to articulate the slip-
pery yet palpable pulses of diasporic longing: she 
connects histories across time and space to make 
tangible common sentiments of uprooting and 
belonging. “I interact with that story line of dis-
placement, grief, longing, and oppression from the 
perspective of my culture,” she says, “but it is part 
of the global story. We’re now trying to resolve and 
understand the pain we’ve collectively experienced, 
predominantly in the global south.” 

Graceful and modest as they are, Satti’s ceram-
ics carry an undercurrent of determined strength. 
For her, healing the self is crucial to her journey of 
learning about distant lands and lineages.

“I think that a lot of us who grew up with these 
identity wounds go on to use that as a place of pow-
er, to say, Let me reclaim that narrative,” Satti says, 
adding that she hopes to inspire the next generation 
to find pride in their roots: “Let me tell you a story 
that we’re not told. Let me help you understand that 
there is power in where you come from.”
◆
nurceramics.com | @nur_ceramics

Claire Voon is a Brooklyn-based journalist and critic who has 

contributed to publications including The New York Times, ART-

news, and The Brooklyn Rail. She is also an editor at Borderless 

Magazine, a nonprofit that covers the US immigration system.P
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Three artists use old photos 
and photographic processes 

to tell new stories.

BY EMILY FREIDENRICH
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We can’t always know the history behind a found photograph—
something we came across in an old album, or the archives of a muse-
um, or at a flea market or antique store. When did the people in this 
photograph live? Why was it taken? What did the subjects think of 
the image? Who were they?

We can guess at the time and place by the clothes worn and the 
physical setting. But look closer: Is there a spark of soul within the 
eyes of the sitter, an arresting gaze? Maybe the play of a smile on the 
lips; a slight furrow of the brow. There’s posture and body language 
to consider—in one photo, relaxed and open; in another, the sub-
jects are straight-backed and guarded. These are the details that drew 
you to the image in the first place.

And there’s a story there, you just know it.
“I have always been drawn to portraits,” artist Bisa Butler says. As 

a child, Butler’s favorite activity was looking through family photo 
albums and hearing her grandmother’s stories behind each picture. 
“This inquisitiveness has stayed with me to this day. I often start my 
pieces with a black-and-white photo and allow myself to tell the story.”

To portrait-quilter Butler, to Chitimacha-Choctaw artist-weaver 
Sarah Sense, and to renowned ambrotype photographer Giles Clem-
ent, portraits are stories they tell through their craft. For Butler, 
found images from the past are given new life and voice. Sense’s pho-
tographic basket collages are portraits of Indigenous experiences in 
North America and around the world. And Clement leans into the 
slow process of wet-plate photography to connect deeply with each 
subject for the portraits he creates. 

The Healer 

“There is something familiarizing about the direct gaze,” Butler says. 
“You feel like the subject is looking at you. It becomes a two-way 
observation, more like a window pane than a flat, two-dimensional 
photo. The subject seems to look at you through space and time,” she 
adds, “as you do the same.”

Portraits
in Craft

Bisa Butler has a penchant for the direct gaze, as seen 
in these quilted and appliquéd works. ABOVE: Detail 
from Asantewa, 2020, made from cotton, silk, wool, and 
velvet, 52 x 88 x 2 in. OPPOSITE:  I Am Not Your Negro, 
2019, made from cotton, silk, and wool, 79 x 60 in. 
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What did they sound like? she wonders of the people she 
pulls from the past and into her work. What made them 
tick? In Butler’s work, imagining those answers is a way to 
tell their story.

Could the handsome man photographed in 1936 by 
Dorothea Lange have been a philosopher-poet and a great 
writer, asks Butler’s I Am Not Your Negro (2019). Four Lit-
tle Girls (2018), originally photographed in full skirts and 
white socks on a stoop—might they remind you of the 
innocent Black children killed in the horrific 16th Street 
Baptist Church bombing in Alabama in 1963? 

Butler connects strongly with portraits from the past 
century and a half, of Black men, women, teens, and chil-
dren whose identities and stories are often lost. Some are 
family photographs; others are anonymous archival images 
from the Farm Security Administration collection in the 
National Archives—or, more recently, from the Smithso-
nian’s National Museum of African American History and 
Culture. “That collection was like heaven to me. There are so 
many high-quality, beautiful vintage photos in their archive.” 

The process for translating found images into intricate, 
painterly, life-size quilted portraits can take hundreds of 
hours. Butler first sketches over an enlargement of the cho-
sen photograph, identifying areas where she’ll apply lighter 
or darker tones. She prefers black-and-white photos because 
“it gives me the freedom to put in the colors I feel belong 

“What has been lost 

in our country many 

times is the story—

the history of Black 

folk. The healing 

I want to do is to 

restore Black stories 

that have been 

omitted from the 

American narrative.” 

                          —Bisa Butler

there.” She then cuts and layers fabric and stitches it togeth-
er with “The Beast”—a 12-foot long-arm sewing machine 
with its own room—into a human figure appliqué based 
on the template sketch. The figure complete, she’ll choose 
a bright, often patterned backing material over batting for 
the background, quilting it all together in undulating all-
over stitch patterns. The result is a human-scale portrait that 
vibrates vividly with life and painterly color.

Butler’s portraits are both a continuation of and a push 
forward from the centuries-long history of African Amer-
ican quilting. Enslaved Black women, she says, would sew, 
weave, spin, and quilt for their enslavers’ households. After 
the Civil War, those women and their descendants contin-
ued to sew and quilt, often using scraps or whatever they 
could find. Butler’s mother and grandmother also sewed 
when she was growing up, and it was for her grandmother 
that Butler created her first portrait quilt. Butler’s mix of 
atypical quilting materials (lace and chiffon, for example), 
along with brilliant hues and the rich patterns of African 
textiles, pays homage to this deep history.

Lately, she’s been pulling images from the archives of How-
ard University, her alma mater, into a new series. “I want the 
wider world to understand why HBCUs [historically Black 
colleges and universities] graduate more Black doctors than 
any other universities in this country, why we call Howard the 
‘Mecca,’ [and] how rich and unique Black campus life is.” 
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Read Emily Freidenrich’s

full interview with Bisa Butler

at go.craftcouncil.org     

/BisaButlerInterview.

RIGHT: To honor Addie Mae 

Collins, Denise McNair, Carole 

Robertson, and Cynthia Wesley, 

who were murdered by the Ku 

Klux Klan in a church bombing 

in 1963, Butler used an image 

of girls in Four Little Girls, 

September 15, 1963. BELOW 

LEFT: Butler standing in front 

of Dahomey Amazon, 2019. 

BELOW RIGHT: Butler working 

in her studio on Daughter of the 

Dust, 2020. OPPOSITE PAGE: 

Emmett J. Scott, a journalist, 

educator, and author, was 

the highest-ranking African 

American in President Woodrow 

Wilson’s administration. Butler 

incorporated his image in Africa 

the Land of Hope and Promise 

for Negro People’s of the World, 

2020, detail.
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Butler’s portraits aren’t just her contribution to the quilt-
ing tradition. They are also a subversive act. By combining 
quilting with the Western art genre of portraiture, she forces 
the fine art world to change how it sees the craft of quilting. 

Rather than elevate her subjects, Butler says she depicts 
just what she sees. “I believe in humanity, in us,” Butler 
recently explained in  FAD Magazine. “I see something in 
them that I find beautiful, and I am just amplifying that for 
the world to see.”

Butler says she sees each subject as her extended Black 
family and wants to do right by them. “What has been 
lost in our country many times is the story—the history 
of Black folk. The healing I want to do is to restore Black 
stories that have been omitted from the American narra-
tive.” What began as a work to comfort her beloved grand-
mother continues as a practice of healing: “Hopefully my 
quilts can heal some of the wounds of historical neglect.”

The Searcher

“I want my work to feel alive,” Sarah Sense says of her woven 
photo collage and mixed-media work. “Like a Chitimacha 
basket might hold water, my baskets hold ideas. They hold 

time and thoughts and memories—the past, the future, and 
present, even. They can hold people, too.” 

Her patterns are all traditional designs, recreated 
from her collection of Chitimacha and Choctaw baskets, 
combined with what she’s learned from Chitimacha bas-
ketweavers. With the blessing of the tribe, Sense has spent 
years reinterpreting Chitimacha basketry into her unique 
contemporary collage work. Printed photos cut into strips 
take the place of the river cane traditionally collected from 
Louisiana’s Bayou Teche. 

Sense, like Butler, looks for photographs and images that 
spark questions. “My responsibility, or gift, as an artist is to 
look at an image differently,” she says. “I’m not a scholar; I 
don’t have to look at it with an academic filter unless I want 
to.” It’s less important to think of herself as a researcher, she 
says, than as a searcher of stories that have been lost. 

Sense pulls together a variety of visuals—vintage movie 
posters from the old cowboys and Indians genre; historic 
photographs of Native peoples, elders, leaders, and promi-
nent figures; photos that she takes on her travels; documents 
such as historic maps, and more—into a digital photo col-
lage in Photoshop. She prints these composites on bamboo 

Sarah Sense says that her Cowgirls and Indians series is broadly about “the oversexualization and colonization of Natives and female bodies.” 

Here, in Grandparent’s Stories, 2018, the Indian princess is from an antique poster Sense found in Orange, California, and the cowgirl on the 

right is Sense with a toy gun. 
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“Like a Chitimacha 

basket might hold 

water, my baskets 

hold ideas. They hold 

time and thoughts 

and memories—the 

past, the future, and 

present, even.”

            —Sarah Sense

Princesses series (2004–2008) examine the harmful stereo-
types of Native people in the western film and television 
genre, juxtaposing pop culture imagery with lived Native 
experience. In Lone Ranger and Tonto with Buffalo Bill 
and Sitting Bull (2018), the screen duo and the histori-
cal figures are interwoven with the landscape of the Bayou 
Teche, home to the Chitimacha. 

For Sense, weaving is a dialogue—there’s a constant 
push and pull in how much of each image she brings into 
the foreground or background. It’s a conversation, she 
explains, about Native identity in a broad sense and one 
she conducts internally too. Increasingly, Sense’s works are 

TOP: Choctaw Irish Relation 9, 2015—made with bamboo paper, rice paper, pen, ink, inkjet print, wax, and tape—includes a 1952 photograph of 

Sense’s mother and grandmother, text from her grandmother’s memoirs, and photographs of Ireland. ABOVE LEFT: Sense in her new studio space

in Sacramento, California. ABOVE RIGHT: Sense combines silk screens and photographs for her Weaving the Americas work in Santiago, Chile. 

and rice paper, including custom-made bamboo paper by 
a Thai artisan. The plant’s relation to the river cane of the 
Chitimacha, she says, is a nod to her connection with the 
broader Indigenous community around the world. 

Once printed, the image is cut into strips to become 
her weaving material. She then interweaves these images 
into each colorful, geometric “photo basket,” incorporat-
ing layers of paint, drawing, or wax, along with personal 
writings and excerpts from her Grandma Chillie’s memoir.

Cycles of deconstruction and reconstruction play out 
in the content of Sense’s work, too. Her Cowgirls and 
Indians series (2018) and the earlier Cowgirls and Indian 
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self-portraits and explore her identity as a mixed-Indigenous 
woman, mother, American, and global citizen. In a 2004 
artist statement, she wrote, “I was raised in California with 
a strong influence of Hollywood idealism. Popular culture 
has given me false ideas of ethnicity and what it means to 
be a female.” Sense’s practice seeks more authentic answers.

In her newly built studio in Sacramento, California, 
where she has settled with her young family, Sense is work-
ing on a huge piece for Florida State University. When she 
can, she also hopes to get back to a series for the British 
Library that incorporates colonial-era maps of tribal terri-
tories before the founding of the United States.

The Traveler

Photographer Giles Clement has only just hit the road 
again since the nationwide coronavirus lockdown. Before 
spending nearly a year stationary, Clement could be found 
toting the huge large-format-view camera he built, as well as 
his mobile studio and darkroom kit, to events around the 
country—all to practice a technique from 150 years ago.

Wet-plate photography is a labor-intensive process 
often associated with portraits of Civil War soldiers, lead-
ers, and battlefields taken by early photographers such as 
the Union Army’s Matthew Brady. A plate of glass (for an 
ambrotype) or tin (for a tintype) is taken into a lightproof 
space and coated with an iodized collodion and then a sil-
ver nitrate solution, making the plate light-sensitive. The 
plate must then be exposed through the camera within 
about 15 minutes because its light sensitivity weakens as 
the plate dries. The result is a single unique image on an 
object you can hold in your hand. 

Always exploring the limits of his craft, Clement made 
headlines after taking the first known tintype from a drone, 
but he’s best known for his large-format portraits. Clement’s 
ambrotypes of musicians and performers at New Orleans’ 
famous Jazz & Heritage Festival, including celebrities such 
as Nick Offerman and Questlove, practically glow with 
inner life. Part of it is the medium: ambrotype and tintype 
portraits are our mirrored image, so the portrait (at least to 
the sitter) captures the more familiar version of ourselves. It 
also picks up fine skin and hair texture; blue eyes take on an 
eerie paleness. And since light is captured in a silver chemical 
compound over glass or metal, every portrait is luminous. 

“It’s a slower process . . . 

and in that time

you really connect

with the sitter.”—Giles Clement
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ABOVE: Ben Holmes, a hotshot firefighter in California, holding his ambrotype portrait by Giles Clement. OPPOSITE TOP: Questlove, like many of 
the artists Clement photographs, was intrigued by the ambrotype process. His 16-by-20-inch portrait was taken in Clement’s backstage studio at 

the Newport Folk Festival in 2016. OPPOSITE BOTTOM: A portrait of Giles Clement by Mike Beyer. 

Since 2020, Clement has forayed into digital photogra-
phy, but he says, “Working with ambrotypes has taught me 
certain methods of engaging with my subjects. It’s a slower 
process versus digital, and in that time you really connect with 
the sitter.” 

Taking the time to empathize, to be open, he says, is what 
results in deeply personal images. It isn’t enough to make 
a good image, he adds. “Photography, perhaps more than 
other art or craft, is so accessible now that anyone can take 
a technically good photograph. But technical skill alone is 

not worth anything. It’s what you do with it. It’s the connec-
tions that show through the image that make it worthwhile.” 

◆
bisabutler.com | @bisabutler

sarahsense.com | @sarahjewellsense

gilesclement.com | @gilesclement

Emily Freidenrich is the author of Almost Lost Arts: Traditional Crafts and 

the Artisans Keeping Them Alive (Chronicle Books, 2019) and lives and 

works in Seattle.
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The magical, meaningful collaboration
of Wence and Sandra Martinez.

OPPOSITE TOP: Wence and 

Sandra Martinez in Oaxaca, 

Mexico, in 1989, their first 
winter working as a team. 
OPPOSITE MIDDLE: Sandra’s 
Figuras, 2014, acrylic on 

paper, 30 x 113 in. OPPOSITE 
BOTTOM: The artists in front 
of their gallery in Santa Fe in 
2021. ABOVE: With handspun 
churro wool, Wence created 
this woven version of Figuras 

in 2020. 

kindred

The year is 1988. In the mountain village of Teotitlán 

del Valle in Oaxaca, Mexico, Wence Martinez, a young 

Zapotec weaver, stands at his hand-built loom, trans-

forming the elemental spirit of a small ink painting into a 

woven artwork. His concentration is total as he guides 

threads of undyed black and white churro wool—

sheared from local sheep and spun by elders from 

a nearby village—with his shuttle. His feet walk the  

treadles with a quiet, meditative rhythm, as he weaves 

through the challenges presented by the painting’s 

curves and shapes. 

BY CAMILLE LEFEVRE
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After friends gave Sandra’s painting—made with sumi ink and marker on newsprint 
(opposite right)—to Wence, he re-created it in a weaving using undyed, hand-spun churro 
wool (opposite left). Little Did We Know, 1986–1987, is the Martinezes’ first collaboration. 

Two visitors from Door County, Wisconsin, who 
know the village and Wence’s work, gave him the paint-
ing: a glyph or symbol-like form in black and white on old 
newsprint. The visitors’ roommate, a young artist named 
Sandra Hackbarth, who grew up in Milwaukee, had hoped 
that they could find a weaver for it. Teotitlán del Valle is 
celebrated for its woven rugs and tapestries, for the legacy 
of craft and artistry passed down through generations. As 
was village tradition, the painting floated as an opportuni-
ty among weavers until it landed in front of one with the 
time, skills, and inclination.

Instantly, Wence was intrigued. “The painting had soul, 
a vibe that I can’t describe but was really attracted to,” 
Wence recalls. “From the first time I saw Sandra’s painting, 
I knew there was a connection between us. I told myself, 
I’m going to weave that.” 

Six months later, Wence’s rug arrives at the women’s 
apartment. Sandra is sleeping, so her roommates open the 
parcel and unfurl the rug over her body. She wakes—and is 
astounded. Her small painting has been transformed into 
a 3-by-6-foot woven work of art. 

“The piece was gorgeous, and so true to the hand-
drawn line and curves in the painting,” she recalls. “I was 
completely enamored. I wanted to meet the weaver. His 
skill and joy, the spirit of him, were so evident.” 

Months later, Sandra and her friends traveled to 
Teotitlán—with 15 more drawings that Sandra hoped 
Wence would make into weavings. “We were so attract-
ed to each other,” Wence says, smiling at the memory of 
their first meeting. 

“I watched his hands smooth out the paper the paint-
ings were on,” Sandra adds. “I marveled at how strong his 
wrists were from weaving. I’m thinking, Oh my god, this is 
an earth-shattering, fireworks kind of thing.” 

From then on, she continues, “We felt connected at 
the hip.” Both 28, they experienced with one another a 
kinship unlike any other. “It wasn’t only a romantic con-
nection,” Sandra explains. “It was a recognition that we’d 
found another human being with the same drive, focus, 
spirit, passion, commitment, and joy, along with the will-
ingness to face and accept creative risk. Well, we thought, 
what else are you looking for!” 

Those 15 weavings were exhibited at the Chicago Field 
Museum and at Convergence, an annual textiles confer-
ence in Chicago. In 1992, Sandra and Wence married. In 
1994, they spiffed up an old chicken coop in Door County 
and opened their workshop and gallery, Martinez Studio. 
(They were also parenting two of Wence’s three children.)

Their singular collaborations have brought them acco-
lades. They’ve exhibited in five consecutive Smithsonian 
Craft Shows; they received the 2016 Silver Award for over-
all excellence and the 2017 Exhibitors’ Choice Award. In 
2017, they were finalists for the American Craft Council/
Balvenie Rare Craft Fellowship. In 2018, they were award-
ed a United States Artists Fellowship. Their work is in the 
permanent collections of the National Museum of Mexi-
can Art, Chicago; Smithsonian National Museum of the 
American Indian, Washington, DC; and the Museum of 
Wisconsin Art, West Bend, Wisconsin. 

“Sandra and Wence Martinez have joined together 
to produce some of the most exciting and inventive 
woven textiles being created today,” says Carol Sauvion, 
executive director of Craft in America. Their work has 
broader impact as well. As Lynnette Miranda, program 
director of United States Artists, says, “They’ve dedi-
cated their lives to an artistic practice that gives back 
to their immediate communities, the field of craft, and 
our society at large.” 

“From the first time I saw
Sandra’s painting, I knew there 

was a connection between us.

I told myself, I’m going to weave that.”

—Wence Martinez
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“He’s not weaving 

every brushstroke, but 

interpreting through 

his own lens and 

invigorating the woven 

work with his

own tonalities.”

—Sandra Martinez

Embracing the Mystery
As a child, Wence sat beneath his father’s loom in 
order to watch the weaver’s hands at work. By age 
nine, he’d grown enough to stand at the loom, so 
he began studying with his father and grandfather, 
Cosme and Manuel Martinez. Four years later, 
Oaxacan painter Edmundo Aquino recognized 
the boy’s prodigious talent and sent him, on a full 
scholarship, to Taller Nacional de Tapiz (National 
School of Tapestry) in Mexico City. 

There Wence was schooled in the difficult and 
detail-rich tapestry techniques perfected at the his-
toric Gobelins Manufactory in Paris. He also learned 
technical wool-dyeing with vegetable and aniline dyes, 
and how to replicate the brushstrokes in oil paintings 
with the tonal subtleties of hand-dyed, hand-spun 
wool. Aquino and the artists Carlos Mérida and Fran-
cisco Toledo commissioned Wence to weave impec-
cable translations of their paintings, a tradition in 
Mexico. Many of these works are in museums around 
the world, but without credit to the weaver.

When offered the position of head weaver at a 
workshop creating reproductions, Wence returned 
to Teotitlán to teach others the techniques he’d 
learned. But he became frustrated. He yearned to 
rise above anonymous production weaving, to nur-
ture his creativity, to innovate. Then he received 
Sandra’s small ink drawing. “I’d already translated 
other artists’ paintings into tapestry,” he says, “so 
I knew I had the skills to achieve the work. The 
attraction was the technical challenges Sandra’s 
painting presented, along with something deeper.” 
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ABOVE: For Nimble, Sandra painted on Tyvek, a building wrap material (left). Wence used indigo, pomegranate, and aniline dyes (right).  
OPPOSITE: For Discusión, Sandra painted on a page of an 1855 Old German book (top). Wence’s weaving evokes lines of the text (bottom).

Meanwhile, inspired by the Haitian cut-out metal work 
at the Milwaukee Art Museum, and having been an “obses-
sive potter” from age 14, Sandra, whose heritage is German 
and Dutch, found her artistic wellspring in college when a 
mentor at the University of Wisconsin–Green Bay encour-
aged her stream-of-consciousness drawings. “I was attracted 
to all Indigenous forms of drawing, to the realization that 
all humans have this connection and need to create,” she 
explains. “I was never interested in the outside world or rep-
resentational work, partly because I come from craft, from 
an engagement with clay.” 

Sandra describes her drawing process as “creating a visual 
journal that’s meditative” for her. She draws on old books or 
breaks down their pages for collage details, in a process that 
offers “a release from precious materials and equipment and 
a release from the expected paths of making things,” she says. 
“The resulting objects straddle the humble and precious.”  
Her signature glyphs and symbols are “simple, abstracted 
figures that point to our kinship as humans,” she adds. Some 
also reference animals, plants, and shelter. 

Many of her symbols appear as two halves of a whole. “I 
like recognizing a shadow side,” she says, “which referenc-
es the mystery of the world.” Similarly, their collaborative 

process is an integration of two artistic sensibilities confi-
dent in their skill, awareness, and instincts, and grounded 
in the sense of freedom and trust they share. 

Collaborative Kinship 
Sandra is prolific: much of her artwork never becomes a 
weaving. She creates her art on such quotidian materials 
as butcher paper, book pages, even Tyvek. She relishes 
recycling scraps lying around the studio from older works 
on paper and vellum calligraphy documents; each imparts 
different textural elements to her process.

After making hundreds of drawings, she selects sever-
al to create as paintings, anticipating some will be trans-
formed again when “Wence wanders in and we talk about 
which one could become a weaving,” she says. After making 
the cartoon (a full-scale preparatory drawing) and adjust-
ing composition, scale, color, and detail, the couple sorts 
through Wence’s wool, which he’s hand-dyed using materi-
als such as indigo, cochineal, lichen, and pomegranate skin. 

The goal isn’t to replicate Sandra’s painting, but to deter-
mine a wool palette with subtleties and striations that Wence 
can incorporate. “He’s not weaving every brushstroke, but 
interpreting through his own lens and invigorating the 
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ABOVE, TOP TO BOTTOM: Sandra took “great pleasure in cutting up” 
this 1877 book of missionary writings, whose author was involved in 
Native American conversions; Sandra with her sumi brush, used for fine 
detail and expressive strokes; her wide array of colored pencils. RIGHT, 
TOP TO BOTTOM: Wence’s materials (clockwise from top left) include 
cochineal, lichen collected from nearby mountains, indigo, and alum, 
a mordant; a complex work in progress; Wence collaborates with his 
granddaughter Paolita in Teotitlán del Valle, Oaxaca, Mexico. 
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woven work with his own tonalities,” Sandra says. Having 
made their decisions, “there’s a big release,” Sandra says, as 
Wence commences his work, blessed by Sandra’s “trust level 
in the magic of what Wence will bring into the work.” 

“I always feel the mystery in Sandra’s drawings; some-
thing about them touches me,” says Wence. Sandra con-
firms that she and Wence “dovetail in a love of things 
unknown. We understand each other on a level that 
doesn’t require words.” Just as Sandra’s drawing practice 
has a contemplative component, so for Wence “the action 
of weaving is spiritual, very Zen-like. I totally lose myself, 
integrating the color changes as I go.” 

Generational Kinship 
Thirty-three years after their first collaboration, they con-
tinue to work together and talk every day, but the nature 
of their relationship has changed. Sandra is currently living 
with her new romantic partner near the new Santa Fe gal-
lery. Wence is teaching their children weaving in Teotitlán.  
“It no longer matters if we’re physically in one studio or 
apart,” Wence says. “We’re connected.” 

At this point in their lives, he adds, “I have a real visceral 
need to connect with my village,” which means, in part, 
celebrating and strengthening the kinship he feels with 
local sheepherders, wool spinners, and subsistence farmers 

by supporting their work. Moreover, like his grandfather 
and father before him, Wence—who also creates his own 
designs, some of which are in museums—is imparting his 
weaving techniques to his daughter and son-in-law. 

“I can’t teach them the nuances of color when I’m 
away,” he says. “I have to be by them to encourage them 
to trust their own sensibilities and instincts.” His daughter 
also embroiders, and the couple are now exploring ways in 
which embroidered wool embellishments could be incor-
porated into the weavings. 

And so, a kinship that began with a serendipitous meet-
ing, an ink drawing, and an aesthetic and spiritual attrac-
tion continues to inspire a multigenerational approach 
to creating a singular body of work. In their melding of 
family histories and traditions, Indigenous heritage, and 
artistic originality, Wence and Sandra have ushered into 
the world a shared vision reflected in their fiber art col-
laborations—a vision at once mythological and modern, 
dynamic and contemplative, classical and fresh.
◆
martinezstudio.com

@martinezstudionorth | @martinezstudiosouth

Camille LeFevre is an arts journalist, essayist, and book author who lives in 
Minnesota and in the Southwest. 

Sandra and Wence opened Martinez Studio in Door County, Wisconsin, in 1994. Their new studio (above) is on Canyon Road in Santa Fe.
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This year American Craft celebrates its 80th anniversary. 
In the world of publishing, this is a remarkable achievement. We 
invite you to join us as we pause and reflect, revisit the past and 
look to the future. 

Let’s start with the people. We stand in awe of the generations 
of craftspeople whose artistry and stories have graced these pages. 
We honor the multitudes of writers, photographers, illustrators, 
and editors whose creativity brought those stories to our readers. 
We thank craft lovers, collectors, and curators who have passion-
ately advocated for craft and for the vital work of artists. And we 
offer deep gratitude to our readers, who have helped the magazine 
survive and thrive ever since it began with a simple question. 

In 1939, Aileen Osborn Webb founded the Handcraft Coopera-
tive League of America, which eventually became the American Craft 
Council. The following year, the League opened America House, a coop-
erative shop in New York City where American-made crafts could be pur-
chased. The publication you’re reading now launched in November 1941, 
during World War II, as a newsletter for the craftspeople participating 
in America House. On the cover of the first issue (pictured first on the 
left) was a large question mark. “Do you know our name?” the issue 
asked as a call for suggestions. 

The name was revealed in the second issue, in May 1942: Craft 
Horizons. At that time, content was largely focused on design, 
technique, and production. Over the decades, as craft was increas-
ingly represented in museums, the magazine became a platform 
to discuss ideas, and it covered artists of all backgrounds from 
every part of the country. Fittingly, its name changed in 1979 
to American Craft. And here we are today, still sharing stories of 
diverse craftspeople across the nation. 

It’s clear that everyone connected to this publication has one 
thing in common: a love of craft. It not only brings beauty to 
the everyday, it also connects us to a life that’s richer and more 
meaningful—whether through making craft or being inspired 
by it. As Webb once said, “A good life is found only where the 
creative spirit abounds, where people are free to experiment and 
create new ideas within themselves.” 

American Craft at

We invite you to enjoy 

an assortment of 

magazine covers from 

the past 80 years.
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Anni Albers (left) 

with the May 1943 

issue of Craft 

Horizons. Lidewij 

Edelkoort (right) 

and her recent book 

A Labour of Love, 

co-authored with 

Philip Fimmano.
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Over the past 80 years, American Craft has shared the stories and voices of people 
who take a stand for that creative spirit. We’re still doing so now, as we believe that 
the creative spirit, and the “good life” it engenders, is at the heart of craft. 

The Past, the Future, and Synchronicity
When the editorial team started looking for voices to help mark our 80th anniversary, 
we looked for those who spoke to this creative spirit. In the American Craft Council 
Library & Archives, we paged gingerly through original copies of the first few issues of 
the magazine, looking for stories published then that might be relevant now.

That’s when Sarah Schultz, the departing executive director of the ACC, walked 
over and said, “Anni Albers! Can you find essays by Anni Albers?” And there it was: 
Anni Albers’ essay “Designing,” published in May 1943, the first issue of the magazine 
to include photographs and advertisements. Through her words it felt as if Albers, who 
received the American Craft Council’s Gold Medal in 1981, was speaking to us across 
time. In the following pages you’ll find our re-created layout of that original article, 
including photographs by her husband, Josef Albers. We kept the original 1943 essay 
intact, corrected the photo captions, and updated the introduction.

 Following Albers’ essay, you’ll find this issue’s State of Craft piece by Lidewij 
Edelkoort, a renowned cultural forecaster whose work we’ve been following for some 
time. Her recent book A Labour of Love, co-authored with Philip Fimmano, examines 
“new materialism.” After it was published last year, an article about Edelkoort came out 
in Metropolis. In it, she spoke about what she saw coming next in design: spirituality, 
she said, and a new animism. So we asked her to write about that for this issue.

When Edelkoort delivered her text to us, along with suggested images—wet-plate 
photographs by Daniel Costa, assisted by Sylvain Belan and Henri Gaud—we were 
stunned. Her text seemed to be in dialogue with that of Anni Albers, and the photos 
she provided had tremendous resonance with those of Josef Albers. 

We placed Anni Albers’ and Lidewij Edelkoort’s essays, both of which look to the 
future, side by side. Their perspectives—plus all the incredible work by artists through-
out this issue—may help you consider for yourself all the ways craft connects us to life, 
and all the particular ways it’s important to you.

We hope American Craft will be looking to the future once again 80 years from now.

—The Editors with ACC Librarian Beth Goodrich
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One of the best-known textile designers and weavers of the 
20th century, Anni Albers (1899–1994) started her career 
as a student at the Bauhaus school, then joined its faculty. 
With the start of WWII and the closure of the Bauhaus, 
Albers moved to the United States with her husband, the 
painter Josef Albers. For the next 15 years at Black Moun-
tain College in North Carolina, she passed on her knowledge: 
many of her students went on to careers as artists, designers, 
educators, and architects. In 1949, she became the first textile 
artist to have a solo exhibition at the Museum of Modern 
Art. Albers’ books On Designing (1959) and On Weaving 
(1965) are considered must-reads by students of design. 

This essay, with photographs by Josef Albers, was originally 
published in Craft Horizons in 1943. Except for this updat-
ed introduction and corrected photo captions, we’re printing 
the essay here verbatim. The 1943 introduction ended with 
this note: “The illustrations accompanying this article will 
well repay careful study and thought.”

·  ·  ·
Among the shells on a shore lies a button. In its accurate 
roundness and evenness it is a queer object here side by side 
with the diversified forms of nature.

Most man-made things bear such a mark of simplified 
and obvious orderliness and regularity. Nature is mysterious 
in her work and multiform. In her hands our button on the 
beach will become variegated in shape and surface and final-
ly will come to resemble shells.

In all practical work we curiously reverse nature’s way 
though we know her to be supreme. We find her unsur-
passable in variations while we tend to uniformity. Though 
she is free in change, we seek, bewildered, more permanent 
forms. Only in work having no immediate purpose—in art 
work—do we try to practise her mode of shaping things and 
thus give up our inconsistency.

If in art work we venture to follow nature by learning 
from her rich variety of form, at the other pole of our work, 
the developing of tools, we reduce form to its barest essen-
tials. Usefulness is the dominant principle in tools. They do 
not exist, like works of art, for their own sake but are means 
to further ends. Some early tools of stone, representations 
of the human figure, do not show this opposition, since 
they themselves are sometimes art. They are understood as 
magical, useful beings, helping us work, but even in their 

DESIGNING
by Anni Albers

anthropomorphic form they have the accuracy and simplic-
ity which distinguishes all work of man. It has been a long 
way from these early forms to the complicated mechanism 
of modern machines. In our tools, today however we can 
still recognize the image of an arm in a lever. That it is no 
longer man as a whole that is represented is significant, for 
actually machines do specialized work, a work of just a sec-
tion of us. The invention of the wheel stands as an amazing 
feat of abstraction, translating motion instead of outer shape 
into new form. It is a further step toward the division, still 
in progress between art forms and technical forms. (Which 
does not mean that abstracted forms cannot become the ele-
ments of a piece of art.) The concentration on function, as 
is the main task in the making of tools, brings about concise 
and unencumbered forms. We are peculiarly conscious of 
the purity of these forms today among the many objects of 
our daily surroundings that lack this clarity of conception.

Even though tools appear to express usefulness most tru-
ly in their form, we can also find lucid and plain fitness to 

Multiple forms in Nature. Photo by Josef Albers.
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Simplified useful forms. Photo by Josef Albers.
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purpose in unobtrusive objects of our environment. So much 
do we take them for granted that we are rarely aware of their 
design. They vary from the anonymous works of engineering 
to the modest things of our daily life—roads and lightbulbs, 
sheets and milkbottles. We feel no need to endow these qui-
etly serving objects with qualities other than functional ones. 
In their silent and unassuming existence they do not call for 
much of our attention nor do they demand too much time to 
be spent on their care; neither do they challenge our pride in 
possessing them. We would not think of collecting lightbulbs 
or sheets to impress our fellow-men. 

Although we like some things to be restrained, in others 
we ask for an additional quality of provocative beauty. The 
form of an object which has been dictated solely by fitness is 
often beautiful, but in a quiet and reticent way. The engaging 
quality we ask for may be independent of this form, some-
thing given to it. Proportion or color or surface treatment can 
be such an extra quality, bearing this happy sensation we are 
looking for—a curtain of plain cloth may answer all demands 
of its use, but when in colors, it will perhaps please us more. 
We feel that much of our work is incomplete without these 
further qualities and even associate polishing with finishing.

Today, trying to regain singleness of purpose in the 
things we make, proportion, color and texture concern us 
most as completing qualities. We still carry with us, how-
ever, manners of perfecting things which belong to another 
time, the time that was controlled by the craftsman. When 
a piece of work was in his hands from beginning to end, he 
could elaborate on the shape and add patterns as a natural 
development in its completion. But there remain now only 
a few things which we form one by one, as the craftsman 
does. We deal today with mass-production and as a result 
the process of manufacture is necessarily broken up into 
separate stages, each one in different hands. Thus decorating 
too has become a separate unit of work, and as such is often 
only incidental. What once, in the hands of the craftsman 
had been an organic transmutation of form is now often 
little more than a postscript. But we continue to decorate, 
searching for aesthetic pleasure, though the conditions of 
work have changed. Without adding new form values we 
obscure the function of things by decorating them. Our 
decorating today is frequently only camouflage; we make 
bookends representing animals and vases for flowers, them-
selves resembling flowers. Through decorating we have also 
learned the trick of hiding a poor material under a rich 
pattern. Moreover through ornamentation we give modest 
things undue emphasis. Since we have far more things than 
people had in former times, the rivalry among these objects 
becomes great. No common rhythm of design can tie them 
together: our chairs cry “hey” and our ashtrays “ho”! We aes-
thetically overcharge our surroundings. 

Rightly or wrongly, we strive for beauty by adding qualities 
like color, texture, proportions or ornamentation: yet beauty 

is not an appendage. When it unfolds free of considerations 
of usefulness, it surpasses, as art, all the other work we do. In 
works of art our characteristic uniformity, obviousness and 
regularity are lost in the search for a synonym, in terms of 
form, for an inner relation. It is easy to detect the human mind 
behind it, but like nature, it remains in the end impenetrable. 

Concerned with form, the craftsman, designer or artist 
affects through his work the general trend of style, for better 
or for worse. The craftsman is today outside of the great pro-
cess of industrial production; the designer belongs to it. But 
whether inside or outside, directly or indirectly, he influences 
the shaping of things. That many imaginative minds find in 
crafts a wider basis for their work than in the more immedi-
ately vital setting of industrial planning, is explained perhaps 
by the more narrow specialization of industry. Unless we 
propagate handwork as a political means, as Gandhi does, the 
craftsman as producer plays only a minor part today. Howev-
er, as the one who makes something from beginning to end 
and has it actually in hand, he is close enough to the material 
and to the process of working it to be sensitive to the influ-
ences coming from these sources. His role today is that of the 
expounder of the interplay between them. He may also play 
the part of the conscience for the producer at large. It is a low 
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voice, but admonishing and directing rightly. For the crafts-
man, if he is a good listener, is told what to do by the material, 
and the material does not err.

The responsibility of the craftsman or artist may go even 
further to that of attempting to clarify the general attitude 
toward things that already exist. Since production as a whole 
is ordinarily directed today by economic interest, it may take 
the disinterestedness of the outsider, the craftsman or artist, 
to make us critical of the consequences. We are used to see-
ing new needs stimulated and new forms emerging for their 
satisfaction. Our urge for possessing is constantly nourished 
and is again and again a cause of war. We will have to be more 
sensitive to the effect of things on us and be aware of the 
implications that come with possessions. For things such as 
tools call for action; objects of art, for meditation. Things of 
our more passive existence, those which protect and serve us, 
give us rest and ease; others may burden and annoy us. They 
fluctuate from unassuming servitude to challenging sensa-
tionalism. We shall have to choose between those bringing 
distraction and those leading to contemplation: between 
those accentuating anonymous service or self-centered indi-
vidualism; between emphasis on being or on having. 

Very few of us can own things without being corrupted 
by them, without having pride involved in possessing them, 
gaining thereby a false security. Very few of us can resist 
being distracted by things. We need to learn to choose the 
simple and lasting instead of the new and individual; the 
objective and inclusive form in things, in place of the extrav-
agantly individualistic. This means reducing instead of add-
ing, the reversal of our habitual thinking. Our households 
are overburdened with objects of only occasional usefulness. 

Created for special demands and temporary moods they 
should have no more than temporary existence. But they 
cling to us as we cling to them and thus they hamper our 
freedom. Possessing can degrade us. 

Having fewer things sets for the designer, or craftsman, 
a fundamentally new task as it implies designing things for 
more inclusive use. His attitude will have to be changed 
from exhibiting personal taste and the exaggeration of per-
sonal inclinations in designing to being quietly helpful. He 
will have to focus on the general instead of on the specif-
ic; on the more permanent instead of on the merely tem-
porary. Giving up continuous change does not necessarily 
mean that we reach a state of stagnation or boredom; it does 
not mean overlooking moods and modes. This stabilization 
need not be equivalent to limitation, nor need it mean scant-
iness. It is designing in a manner to hold our interest beyond 
the moment. Pure forms will never bore us. Neither do we 
ever tire of nature. We have to learn from her to avoid over-
statement and obviousness. These are truly dull. We have to 
become aware of nature’s subtlety and her fine surprises and 
translate these into our idiom. It is easy to invent the extrava-
gant, the pretentious and the exciting; but these are passing, 
leaving in us only neurotic aimlessness. The things that have 
lasted and the things that will last are never subject to quick 
fashion. That good work and great work have been able to 
survive we may take as a sign of the good sense in us, buried 
under temporary non-sense. Instead of adjusting our work 
to the public demand of the moment, so often misinterpret-
ed and underestimated by our industry, which is concerned 
with fast moving mass-consumption, let us direct it to this 
true sense of value underlying public demand. ◆

Multiple forms in Art. Photo by Josef Albers.



44 american craft fall 2021 / kinship                          / state of craft

State of Craft

THE ENERGY

      OF KINSHIP BY LIDEWIJ EDELKOORT

How animism will reshape the way we design and make.

During the COVID-19 lockdown, most people stayed put. Some 
were fortunate, able to take time to detox from work and stress, 
finding joy while making food, taking pleasure in cleaning the 
house, and having fun doing puzzles—thus discovering the many 
benefits of slowing down. Immense human empathy was harvest-
ed as a new rite of spring. The earth respired, air pollution cleared, 
waters were cleaner, and animals invaded vacant cities. People 
were happily missed.

The renewed understanding that we are all sentient beings 
connected us in a natural way, bringing the revival of animism to 
the fore, recalling the earliest primitive rituals and belief systems 
that came before organized religion, such as the veneration of the 
forest and the feather, the river and the pebble, the shadow and 
the twig, the flower and the animal. Many of these traditions are 
still alive and well in heritage cultures around the world.

The term animism speaks of life and spirit. It is the belief that 
all objects, places, and creatures have a spiritual energy, and that all 
things are vibrant and alive. This idea breathes life into the ability of 
humans and nature to live as one. In modern society, people talk to 

Lidewij Edelkoort is one of the world’s most respected cultural forecasters, consulting 
for international companies in diverse industries. She is also a magazine publish-
er, a design educator, and an exhibition curator. Edelkoort is one of the founding 
members of Heartwear, a not-for-profit organization based in Paris that has worked 
with artisans in Benin, Morocco, and India since 1993. In 2015 her much-talked-
about Anti_Fashion Manifesto was the first to raise awareness about the shifts and 
upheavals currently experienced in the global fashion industry, calling for a total 
overhaul of the system. Edelkoort is also the founder of New York Textile Month, 
and from 2015 to 2020 she was dean of Hybrid Design Studies at Parsons School of 
Design in New York, where she started an MFA textile program to merge craft and 
tech for a sustainable future. She received a Lifetime Achievement award from Aid 
to Artisans in 2005 and was honorary chair of the International Folk Art Market 
in 2017. Her recent book A Labour of Love, co-authored with Philip Fimmano, 
introduces the new makers in contemporary design, previewing an era of responsible 
production, circular thinking, ethical practice, and organic aesthetics. Edelkoort’s 
work as an agent for change culminated in the founding of the World Hope Forum 
in 2020 as a platform to inspire the creative community to build a better society.

The images 

accompanying 

this article are 

collodion wet-plate 

photographs by 

Daniel Costa, who 

was assisted by 

Sylvain Belan and 

Henri Gaud. 
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. their cats and cars as if it were normal. They sleep with their 
teddy bears, nurse their plants, and worship their phones 
like amulets. This is basic animistic behavior and invites us 
to further investigate the relationships we can foster with all 
other entities.

At the core of contemporary animism is a current strain 
of philosophy that acknowledges how all materials are pow-
erful and energized, possessing their own properties and 
rights, just like animal rights and human rights. When we 
discover this other world, removing people from the center 
and instead sharing mental and physical space with unfamil-
iar forms of life, this brings a sense of belonging, opening up 
a flow of energy and unleashing positive unknown forces.

New animism translates this connected view of the world 
into a form of unnovation, where proven ancient rites, rituals, 

objects, and beings form a vital kinship, rejoicing in what we 
have in common and revering the ecology of multiple selves. 
Relations are defined by a quest for organic wholeness, in 
stark contrast to the modern notion of separating nature and 
humans. In a world no longer divided between nature and 
culture, where we can discern art within a single seedpod or 
find instinct in humans, we long to unite these two spheres 
and can see our role as creative partners with the amazing 
natural world. Such assemblages of objects and beings will 
redirect the organic evolution of society and begin the heal-
ing process of reconciliation. 

This newfound respect for nature and deeper under-
standing of the energies that abound will shape another way 
of designing and making, slowing down and taking time 
for observation, acknowledging the dynamic character in 
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the product, object, or textile. When we create common 
relationships with the material world, seeing the living 
identities in things, we will also experience social obliga-
tions when engaging with these animated bodies. Recep-
tive and communicative, they are able to create a dialogue 
with their public.

Objects can survive in the jungle of excess, and their ani-
mistic spirit will bring solace to our interiors, where fewer 
products will wield more potential. With deities empower-
ing objects, the role of the designer or artisan will change, 
based on observation and empathy. By conceptualizing the 
emotional value of goods, our culture can convey the ardor 
inherent in everyday items, to be contemplated in a consol-
ing environment. We will thereby intuitively regulate over-
consumption and the waste in the making process.

·  ·  ·
Born after the Second World War and raised during the 
years society was rebuilt, I enjoyed a simple youth without 
having anything at all: minimal food and only one toy, a 
box of colored pencils, and a sketchbook. Children had 

to invent their own world from scratch, or, as in my case, 
create everything else from cardboard. There was only one 
car on our street; it was my father’s, and this made him the 
local hero. 

Following that  very happy and creative childhood, I 
lived through decades of more and mediocre, of more and 
better, then more and more, and then more and too much. 
I have witnessed and participated in the birth of lifestyle, 
the advent of well-being, the democratization of taste, and 
the obsession of food and fashion. Soon, half a century 
will have passed before my eyes and ears as a forecaster. 

Witnessing ever-fluid sociocultural scenarios in our 
post-virus landscape, it is clear we have to modify our unsus-
tainable behavior patterns and choose what will promote 
the survival of our species—and that of our planet. We will 
focus on having less and doing better and living slow. An evo-
lution of taste will see the light of day, one that will search for 
the soul in design, where the object—conceptualized with 
care and focus, manufactured with human dignity, and con-
sumed with joy—becomes a partner for the long term. 

An alternative way to describe design is form-giving—
as we say in Dutch—which is a beautiful term since it 

The explosion of creativity that will result . . . could become               t
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includes the powerful notion of how talent and skill can 
create a sense of wonder. With the arrival of animism in 
products, we can reach another stupendous conclusion 
and realize that form is not given but found. Shapes can be 
born out of observation and interpretation, where a hum-
ble pebble becomes a trustworthy stool, a cloud is seen as 
a welcoming textile, a twig turns into an endearing chair, 
and so forth. Leaves translate as arts and crafts, feathers 
into fluttering fibers, roots become agrarian matter. Sim-
ply picking up an ornamental shell can be a creative act of 
form-finding, where the undulating creature can inspire 
objects, buildings, textures, and finishes. If we can imagine 
shapes in clouds and see spaces in between boulders, the 
exciting world of form lies before us.

Perhaps we need to revisit the beginning of time and 
meditate on what the planet’s original peoples knew. Their 
wisdom and strength have been kept alive for centuries 
and are able to teach us new practices for age-old systems: 
overhauling the modern idea of progress, making space for 
ancestral architecture as well as sustainable manufacturing, 
farming, and fishing. Indeed, from farm to furniture, the 
harvest should now be related to production limits and the 

careful calculation of available resources. At times, the land 
needs to rest, and the forest needs to breathe, and we humans 
should wind down too, taking a break from consumption.

Here, the designer, artist, and artisan are all one and 
the same, and the making process guides the outcome that 
can be random and uncontrolled. Giving up control, with 
wilder grasses, bolder baskets, robust plates, and frilled 
fabrics. As if willing it, the explosion of creativity that will 
result from these innovative ways could become the cor-
nerstone of a new arts and crafts society in the making.

It is time to recognize in goods their own character, an 
invisible energy locked into the design process. I believe 
this will allow the object, concept, or service to come alive 
to be our partner and friend, and to relate to us on a direct 
and day-to-day level. Only when emotion is central to 
design and craft will we be able to create a new generation 
of things that promote and sell themselves; we will have 
helped reveal their aura, which will seduce even the most 
hardened consumers on their own terms. Only then will 
more of us see that objects have soul. 
◆
edelkoort.com | @lidewijedelkoort

become               the cornerstone of a new arts and crafts society. 
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More 
Than
a Plate

Ceramist Gregg Moore 
collaborates with chefs—
and the land—to create 

custom dishes that reflect 
everything from sustainable 

farming to police brutality 
to the Chilean coastline.

BY ANJULA RAZDAN
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As a chef and artist, Omar Tate is laser-focused about 
what he puts on a plate, but he rarely gets the opportunity 
to think about the plate itself. That changed when Tate 
joined the chef-in-residence program at Stone Barns Cen-
ter for Food and Agriculture in New York and learned he’d 
be able to collaborate with a ceramist on his tableware.

“Plateware has always been important to me, but I 
could never really afford to buy plates that are specific to 
the dishes I make,” says Tate, who runs a recurring pop-
up dinner series called Honeysuckle in places like New 
York, Philadelphia, and Martha’s Vineyard and was named 
Esquire’s Chef of the Year in 2020. “All I could really con-
trol from my end were the food and presentation.”

To showcase his multicourse meal, which reflects the 
Black American experience, Tate met with artist, designer, 
and ceramist Gregg Moore and quickly realized their rela-
tionship would last well beyond the residency. “Meeting 
Gregg opened up a whole world of possibility for me in 
the form of what ceramics can be and how it can help cre-
ate an immersive 360 experience,” says Tate. “Gregg isn’t 

just some dude who make plates—he’s not Crate and Bar-
rel, you know?”

For his first course, Tate served a dish called Black Lung: 
A Terrarium for Black Breath, an ode to Black lives lost in 
conflict in 2020. Bright green salad leaves and chicken-fried 
mushrooms are served inside a delicate glass sphere on what 
looks like a slab of asphalt. In reality, it’s a porcelain plate 
Moore made based on the sidewalk in front of Tate’s moth-
er’s house in West Philadelphia. Tate and Moore together 
made a plaster cast of the actual sidewalk—with a drain-
pipe cover, moss, and the name POOKA carved into it—
which Moore used as the model for the plate.

“2020 was a difficult year for us all, and the palpabil-
ity of Black death made it even more treacherous,” Tate 
explains. “The cast of concrete, a drainpipe cover, moss, 
and etching of the name POOKA was chosen to examine 
the tension between black bodies, concrete, and nature in 
cities and ghettos.”

Another course that Tate conceived, called Notes on a 
Black Pantry, was served in dishes inspired by colonoware, 
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Colonoware is an unglazed 

earthenware made and used 

by enslaved people in colonial 

times. Omar Tate and Gregg 

Moore’s design for these ceramic 

fragments was informed by the 

fact that no piece of colonoware 

has ever been found intact. 
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a type of earthenware pottery made and used by enslaved 
people during the colonial period. An intact colonoware 
dish has never been found, says Tate, so Moore purposely 
created shards of pottery that Tate used to serve his course 
in fragments at the table. The various pieces of pottery fea-
tured confit ham, smoked plantain puree, carrots poached 
in carrot juice, and what Tate called Cabin Spice, a blend 
of spices, including clove, nutmeg, allspice, cardamom, 
and black pepper, that could be used as a condiment. 

“I wanted to represent the spice trade, which was one of 
the largest perpetuators of the transatlantic slave trade,” says 
Tate. “The irony is that folks were brought here because of 
spices and then were not allowed to use those spices. If they 
did, they would have to use it in secret” in their cabins. 

Omar Tate is one of many chefs who’ve collaborated with 
Gregg Moore this year at Stone Barns Center, which hous-
es Blue Hill at Stone Barns, the pioneering farm-to-table 
restaurant helmed by chef Dan Barber. Last summer, though, 
Stone Barns Center announced it was creating its Chef in 
Residence program and that the restaurant kitchen would be 
turned over to a series of visiting chefs as a way to strengthen 
and expand its community—and to tackle racial and gender 
inequities in the restaurant industry.

“Blue Hill and the Stone Barns Center together are 
very much this synergistic community of cooks, farmers, 
scientists, producers, artists, and others. We started the 
Chef in Residence program to extend this community 
outward, knowing that we need fresh voices and diverse 
perspectives to create an eating culture that supports and 

encourages the right kind of farming,” says Barber. “Each 
resident chef initiates a reimagined community through 
intimate collaborations with our bakery, our butchery, and 
with artists like Gregg.”

     
Back to the Land

The chef-ceramist collaborations that have taken place this 
year through the Arts & Ecology Lab at Stone Barns Cen-
ter are not Moore’s first. Before working with Tate, Victoria 
Blamey, Shola Olunloyo, and Johnny Ortiz, Moore teamed 
up with Barber. Back in 2014, Moore read The Third Plate: 
Field Notes on the Future of Food—Barber’s seminal book 
about food, farming, and sustainability—and was struck by 
the synergies between Barber’s process and his own.

“There are so many connections between my practice 
in the studio and Dan’s process in the kitchen. There was 
hardly a page in the book that wasn’t dog-eared or had 
Post-its stuck to the page,” says Moore. At the most ele-
mental level, Moore says, both he and Barber use heat as 
a transformative ingredient: “It takes materials and turns 
them into objects on my end, and it takes ingredients and 
turns them into food on Dan’s end.”

Moore, who is a professor at Arcadia University and 
studies the intersection of agriculture, ceramics, and cook-
ing, reached out to Barber with an idea: Why stop at food 
when it comes to the farm-to-table ethos? Why not craft 
dishware that also draws on the materiality of the farm 
landscape? Barber was instantly sold.

“Gregg made me realize that we were thinking about the 
food—the way it’s grown and raised and everything that 
goes into the creation of a plate—but ignoring the plate 
itself,” Barber says. “I was ignoring the raw material of our 
plates while obsessing over the raw materials of our food.”

Since 2015, Moore and Barber have collaborated on a 
number of dishes, starting with the foundational Chef ’s 
Plate, a black porcelain plate with a stonelike appearance. 
“It was a new challenge for me because I hadn’t made pot-
tery for restaurants—ever,” says Moore. Not only did it 
have to be very durable, he explained, but, most impor-
tantly, it could not upstage the food.

Moore and Barber’s ceramic collaborations range 
in tone from whimsical to jaw-dropping, but they’re 
always inspired by the farm at Stone Barns Center. For 
example, a trio of plates called Grazing, Pecking, and 
Rooting were all made with the assistance of various 
Stone Barns animals.

For the Grazing plate, Moore actually grew grass in a 
raw clay plate so that Stone Barns sheep could eat off of it. 
He then used the plate, which was marked by impressions 
from the grazing sheep, as a mold to make a ceramic version. 
Barber used the final black porcelain plate to serve a dish of 

“It’s not just a

back and forth—

it’s a back and

forth and a back 

and forth and

a back and forth.”

—Gregg Moore
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LEFT: Gregg Moore and Omar Tate 

make a plaster cast of a section of 

sidewalk in front of Tate’s mother’s 

home in West Philadelphia. BELOW: 

Black Lung: A Terrarium for Black 

Breath includes salad leaves and 

chicken-fried mushrooms. It’s served 

inside a glass sphere on a ceramic 

plate that’s a reproduction of the 

West Philadelphia sidewalk.
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Omar Tate and Gregg Moore will 

be in conversation about their 

collaboration in an upcoming 

American Craft Forum. Check for 

details at go.craftcouncil.org/Forums.
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“Gregg visits the farm, spending time with the animals, 

walking through the fields, immersing himself
with the same voracity that I do as a cook.”

—Dan Barber
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ABOVE: This Single Stone Plate is used to serve Chef Barber’s 

Choryoku eggplant cooked in turmeric leaf. The plate’s glaze was 

made from breaking a single fieldstone found on the farm with 
a sledgehammer (photos left). OPPOSITE TOP, LEFT TO RIGHT: 

Moore with Toulouse geese. Impressions left by the geese appear on 

the Pecking Plate. Berkshire pigs leave their mark in clay that Moore 

later uses as a mold for Rooting Plates. Pig tart with foraged greens 

and sumac served on a Rooting Plate. OPPOSITE BOTTOM: The 

landscape at Blue Hill at Stone Barns in upstate New York.

sheep’s cheese coated in biochar, with melon and carbon-
ized sheep bones. The Pecking plate, a black porcelain plate 
with surface texture formed by geese eating feed, was used to 
serve two fried chicken’s feet. When Moore made the Root-
ing plate, the Berkshire pigs that ate off the clay plate were so 
gung-ho they destroyed it before Moore could bring it back 
to his studio. Barber used the final version, a black porcelain 
plate marked by pig-snout impressions, to serve a tiny tart 
filled with various foods pigs forage.

“One of the more exciting parts of this whole process 
for me is coming up with some admittedly strange things 
to call plates and seeing how Dan runs with it,” says Moore. 
“It takes looking through a different lens . . . to activate 
these with food.”

Another collaboration is the Single Stone Plate, a 
gorgeous stoneware plate glazed with a single fieldstone 
from the Stone Barns farm. It came about because Moore 
was looking for a “ceramic analog” to Barber’s famous 
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“single-udder butter”—butter made from the milk of a 
specific cow. As he walked around Stone Barns, Moore 
noticed a large stone near the top of the vegetable farm. 
Moore has a background in geological science, so he was 
pretty sure that, if processed correctly, the stone would 
turn into a glaze. His hope was that plates glazed with a 
single stone would “speak to the locality of the geology 
of the farm in a way that the butter speaks to the biology 
of the cow,” he says.

Moore brought the stone back to his studio, fired it, 
crushed it with a sledgehammer into the texture of sand, 
and then used a machine called a ball mill to pulverize 
the sand into a liquid—the resultant glaze which he 
sprayed onto a plate and fired. 

“I got about 100 plates out of the glaze and then it was 
gone,” Moore says. He had no idea how the richly plum- 
colored plate would be used, but Barber eventually served 
eggplant on it, cooked in a bright green turmeric leaf.

“What I really value in this relationship is that it’s 
not monodirectional,” Moore says. “I think the word 
collaboration gets misused way too often these days, and 
that people are probably more speaking of a commission 
than a collaboration. The Single Stone Plate is a good 
example of our deep collaboration—me coming up with 
an idea inspired by his idea of the butter and then giving 
it back to him to think about how to use it. It’s not just 
a back and forth—it’s a back and forth and a back and 
forth and a back and forth.”

Barber agrees: “The truth is, our collaboration is 
rooted in the same philosophy as the Blue Hill menu at 
large—it all starts with the farm. I don’t present Gregg 
a carrot dish and ask him to design around it, nor does 
he come to me with a certain aesthetic that I then cook 
towards. Gregg visits the farm, spending time with the 
animals, walking through the fields, immersing himself 
with the same voracity that I do as a cook. 

“That’s the magic of Gregg’s work—it captures the 
textures, flavors, and visuals of the landscape inspiration 
before it does any individual dish.”

TOP: Chef Johnny Ortiz and Moore firing plates at Stone 
Barns Center. The earthenware plates are coated with 

terra sigillata—a refined clay slip—made from farm soil, 
then pit-fired and cured with tallow from grass-fed beef 
cattle. INSET: Preparing the plates for firing. LEFT: Ortiz’s 
horno short rib with red chile and tsa tsai mustard greens 

served on one of the plates. OPPOSITE LEFT: This 

porcelain Mussel Bowl with interior glaze, a collaboration 

of Moore and Chilean chef Victoria Blamey, was used to 

serve cholgas secas, a mussel dish. OPPOSITE RIGHT: 

This narrow porcelain Coast Plate—its glaze embedded 

with silica sand—is paired with a narrow dish: sugar kelp 

with a shiitake mushroom coating. 
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Collaboration, Not Control
That was certainly the case when Moore collaborated with 
New Mexico chef Johnny Ortiz on earthenware plates that 
were coated with terra sigillata made from Stone Barns Cen-
ter farm soil, pit-fired on the farm, and coated with grass-fed 
beef tallow. The landscape was also the main influence when 
Moore collaborated with Chilean chef Victoria Blamey on 
a series of ceramic dishes inspired by the Chilean coast: the 
glazed porcelain Coast Plate, the glazed stoneware Kelp 
Plate, and the porcelain Mussel Bowl with interior glaze. 

Moore, who spent a semester in southern Chile 25 years 
ago, remembers cooking giant mussels on the beach and 
paddling through dark, oily kelp forests. “Working with 
Victoria was very meaningful for me because I have not 
been back to Chile since college,” Moore says. “The collab-
oration was like an invitation to travel back through Victo-
ria’s cooking and through object-making for her residency.”

The sky-blue Coast Plate, inspired by the 4,000-mile-
long Chilean coastline, is very long and narrow and has 
sand embedded along its length to represent the beach. At 
one point, Moore was concerned the plate was too narrow 
to be functional, so he called up Blamey and said he would 
make it wider. 

“I said, ‘Just make the plate how you want to make it, 
and I will find a way to make sure I can plate something 
there,’” Blamey recalls. “This residency is also about show-
casing what he’s doing. He’s an artist, and I’m an artist col-
laborating with him, so this collaboration has to meet in 
the middle, you know?”
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Blamey ultimately used the dish to serve sugar kelp stipe 
with rhubarb and turnip kraut. She had always wanted to 
do a dish with stipe—the long stalk of the seaweed plant—
since she learned from Chilean seaweed farmers that there 
was only a market for the leaves of the plant. When she 
learned that she could get sugar kelp stipe from a Maine-
based farm, she thought, I have the perfect plate for this.

“It was a very organic, natural process collaborating with 
Gregg,” Blamey says. “What I loved about collaborating with 
Gregg is that he is very feminine in his approach. It’s not just 
a rational, straightforward conversation—we talked about 
symbolism and creation and the origin behind the dishes I 
was working on. I think he has an incredible capacity to put 
himself into whatever it is that you are trying to express.”

Chef Shola Olunloyo agrees. “Working with Gregg was 
very symbiotic,” says Olunloyo, who makes modern Nige-
rian food. “We would have conversations about the cul-
ture of eating in Nigeria, both in public and in home, and 
he would literally translate my ideas into tactile objects 
within forty-eight hours. I’m like, ‘Dude, do you have, like, 
fifty elves making these things?’”

ABOVE AND INSET: Moore discovered that these delicate 

bone china cups—made from the bones of grass-fed cows—

are whiter and less brittle than those made from grain-fed 

animals. BELOW: Nigerian chef Shola Olunloyo’s roasted 

carrots, coconut, toasted nuts and grains, and oxalis sorrel 

on a plate made of iron-stained stoneware.
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From Moore’s perspective, he actually embraces the loss 
of control that comes from collaborating with others. His 
work is not final when it leaves the studio, he says, because 
he gets to see how it will actually be used—or “activated,” 
as he puts it—by the chefs, servers, and diners at Stone 
Barns, and that can change his process.

 “I get to watch Dan cook a lot and see him plate, and 
that informs a lot of what happens back in the studio,” 
Moore says. “Watching him use the plates that I’ve already 
made, I can learn about how to make the next plate better. 
I can make the most brilliant plate in the world, but if he 
doesn’t grab it to use it, it’s useless.”

Holding Health in Your Hands
It was a conversation with Barber that led to their flagship 
collaboration—bone china made from the bones of Stone 
Barns grass-fed cows. After a late-night kitchen chat with 
Barber, Moore says, “I remember driving really fast home 
that night to see if I could make bone china out of these 
white bones.” The resulting plates, bowls, and cups are 
both astonishingly white and translucent and very strong. 
For comparison’s sake, Moore made a dish using bones 
from industrially raised, grain-fed cows and discovered 
that the resulting dishware was much more brittle and not 
nearly as white. Based on his discovery, Moore is working 
with an evolutionary biologist on a study of the effects of 
farming practices and animal husbandry on the material 
properties of bone china.

“In essence, Gregg’s bone china is physical proof about 
the health and ecological qualities of good agriculture,” 
says Barber. “That diners can hold that in their hands is a 
powerful experience.”

Moore is currently overseeing more chef-artist col-
laborations and is planning to exhibit his collaborative 
ceramic pieces this fall as part of an exhibit showcasing 
work from the Chef in Residence at Stone Barns pro-
gram. He and Barber are also continuing their artistic 
partnership, a relationship for which Barber is endlessly 
grateful—especially in this era of Instagram #foodpics. 

“It’s actually always been an insecurity of mine because 
photos of my food tend not to show that well compared 
to what chefs are doing today,” says Barber, whose deeply 
complex food can look deceptively simple. “The artistry of 
Gregg allows me to achieve the kind of beauty that I oth-
erwise would not have had as clearly without them. What 
the plates have done for Blue Hill is profound.” 

◆
stonebarnscenter.org | @stonebarns

greggfmoore.com | @greggfmoore

Anjula Razdan is a Minneapolis-based writer and editor.
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We were on a 10-day photography retreat on the Island of Hawaii in March 
2008, and it was the first day. A group of us—six photographers and our 
teacher—piled into an SUV to begin our tour and to meet some of the local 
artists, including the late Randy Takaki (1952–2016), to see artwork, explore 
landscapes, and make photos. I was expecting to shoot some images, then 
make my own artwork in response—a familiar workshop routine.

Takaki’s studio was an old and unassuming converted garage outbuild-
ing—rusted corrugated metal siding with a moss-covered metal roof—in the 
middle of an incredible riot of plants near the rain forest slopes of the Kilauea 
volcano, Hawaii. As we were walking along the path to it, I noticed a wire 
sculpture sitting under a tree: a human body formed in chicken wire. I thought 
it was lovely, but it didn’t prepare me for what I would see in the studio. 

We walked in, and Randy quietly welcomed us, but there was no presen-
tation, no “this is my work, this is my philosophy.” We were left to ourselves 
to experience what we were seeing, simple figures that have been called 
“guardians” by some, though Randy didn’t give them a name. 

The figures were made of wood, stone, and old wire fencing—one was 
even drawn with motor oil on plywood. They were one-foot, two-foot, 
nine-foot, life-size, six inches, a quarter of an inch—all intentionally placed 
with remarkable care. Every one of them had their heads bowed slightly and 
embodied gestures that evoked reverence, meditation, presence. There were 
hundreds of them.

When I looked at figures, it felt as if everything fell away from me: any 
idea of myself, why I was standing there, what I was supposed to be doing 
with myself or with my body. Tears started flowing. I felt grief, love, undo-
ing. Yes, it was an undoing, and it was holy. 

I had this very peculiar sense of being completely naked, seen, and of 
accepting my own humanity at its core, with no complications, because every-
thing else was just . . . gone. It was an encounter with the sacred; like walk-
ing around as a soul—difficult, beautiful. Like touching grace, touching the 
essence, touching holy ground. Like being loved and accepted, in the deep-
est, simplest way. It felt like forgiveness. Like being opened, by the gentlest of 
hands, bowing heads. 

Randy Takaki’s figures range 
from a quarter inch to about a 
story high. This carved wood 
“guardian,” with its head bowed, 
stands about eight feet tall. P
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ENCOUNTER

An artist steps into the studio of sculptor Randy Takaki

and comes away changed.

BY LISA MAUER ELLIOTT

returning
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Randy Takaki’s studio, 
where his figures stand 
awash in natural light.
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ENCOUNTER

The figures were weeping, reverent, present. 
They seemed to know and accept all, without 
complications. Like sweet music that rear-
ranges your cells and aligns you to what is and 
always has been whole. And I was cleaned out. 
A death. A rebirth. A resonance with the divine. 
I was understood, known by them, without any 
explanation needed. All the angst, confusions, 
and uncertainties were removed for a time, and 
armor fell away. I was washed by the tears clean 
out of my skin. I was home.

After a while, I thought to myself, I have got 
to pull myself together. I have to stop crying. This 
is ridiculous. It’s our first day! I have to make pho-
tographs. I’m supposed to be making work. So I 
started wandering around, and now and then 
I would take a moment to make a photograph 
of one of the figures. I wanted to say “Hello” to 
them, but I had no idea how to do that in the 
state I was in. 

To try to break the spell, I walked outside to 
the back of the building where there was a mas-
sive wooden water cask, part of a rain catchment 
system, that had a gorgeous, rusty metal wrap 
around it. I added a moss-covered branch and 
took some photos of the composition, but still I 
couldn’t figure out how to regain any semblance 
of what we call “self-possession”—to come out of 
this state of no words, all tears, grief, recognition, 
awe, and of being seen the way you’re seen when 
someone perceives your very essence and says yes 
to that essence—yes to you, just as you are. 

Something about what Randy Takaki did in 
making that work entered into me for good. 

What he did isn’t easy to sum up. Part of it, 
I think, is the sheer beingness of these forms, 
and his recognition of that beingness. I came 
to learn that one of Randy’s core practices was 
about permission—asking anything that he was 
touching whether or not he had permission to 
complete the form he had in mind, and listening 
for the answer.

This listening is deeply respectful. You can 
feel its presence in the most massive figures and 
in the ones that are a quarter of an inch high. 
In many of them you can see the texture of the 
wood and how it has cracked: a sense of time 
and of the profound age of the materials. Randy P
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What he did isn’t easy to  

sum up. Part of it, I think, 

is the sheer beingness

of these forms, and 

his recognition of

that beingness.
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understood what it is to be the means for something to 
come into being and not the “master maker.”

He created so many of these figures, thousands of 
them—offering his hand and his skill to help these forms 
emerge over and over and over again. Thousands of 
encounters with his materials in which he kept saying, Yes, 
I’ll ask again, and again. There was no forcing. He told me 
that sometimes he would dream about the figures. And 
he told me that staying with them as he created them had 
meant staying with the feeling of longing. 

That was the beginning of something in my own work 
that has to do with seeing more deeply into the materials 
that are in front of me, with wanting to express the alive-
ness in everything. There’s a word in Japanese, inochi, that 
means the life essence that is in everything. In rocks and in 
trees. In ants. In water. In air. In wind. You know it when 
you see it, the something within that’s alive. 

I live with two of these figures: one that I bought from 
Randy when I was there, and one sent to me several years 
later by a dear friend I’d met on that trip. They sit quietly 
on my bedside table, felt and loved daily. Randy’s forms 
are a distillation; a partnership between; a gift; a path of P
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returning to ourselves. And his figures are little guides for 
me: they remind me, as my encounter with Randy remind-
ed me, that our work as artists is all about returning. 

Returning again and again to the work, as Randy did, 
as we all do, in order to distill our work down to its core. 
Returning to our essence as beings in this world rather 
than mere nodes in the systems we’ve created. Returning 
to the wonderment, curiosity, and unstructured explora-
tion of childhood. Returning again and again to the deep-
est part of ourselves and then working from that place out. 
◆

Lisa Mauer Elliott is the art director of American Craft, along with Adam 
Mauer Elliott. She’s also a maker of art in a multitude of mediums—
from drawing, painting, and photography to printmaking, jewelry, and 
sculpture—with an emphasis on responding to nature in all its forms. 
@earthskywaterlove

ABOVE: Outside Takaki’s studio building, three  
4 to 5 inch stone carvings sit quietly among moss 
and leaves. OPPOSITE: Takaki would ask for 
permission from found materials, such as this tree 
stump, before claiming them and creating his figures.
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BY SHANAI MATTESON

On This Land Where We Belong

Shanai Matteson is an artist, writer, arts activist, and cultural 
community organizer. She lives in rural Palisade, Minnesota, 
where she grew up. Matteson explores legacies of resource 
extraction, and she is currently working to organize cultural 
and community space at the Water Protector Welcome Center,  
a resistance camp and community established by Indigenous  
women who are leading the movement to stop the Line 3 tar sands 
oil pipeline. As a non-Native woman whose family settled in this 
region, she sees her work here as a form of service and repair, as 
well as a way to encourage a just transition to a healthier culture 
and economy. Matteson works with a variety of rural and urban 
communities to create collaborative public art projects, documen-
taries, creative writing and print work, and social spaces.

ABOVE: Shanai Matteson gathered 

fabric and fiber from women in 
Minnesota Iron Range communities to 
create Mine/Not Mine, a quilt that’s part 
of the Overburden/Overlook project 
(collaborators include Sara Pajunen 
and Roopali Phadke). The material is 
dyed with “overburden,” the waste 
left by mining. OPPOSITE LEFT: Utility 
flags marking the path of the Line 3 oil 
pipeline, which crosses the farmstead 
where Matteson’s grandmother was 
born. OPPOSITE RIGHT: Flags made 
by Overburden/Overlook workshop 
participants mimic utility flags and are 
used to mark sacred water sites.
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“... You were a visitor, time after time
climbing the hill, planting the flag, proclaiming.
We never belonged to you.
You never found us.
It was the other way around.”

—Margaret Atwood, The Moment

When I learned in 2018 that a tar sands oil pipeline would 
be built across the Mississippi River just upstream from my 
hometown, I got into a car with my two young children and 
drove to northern Minnesota. I needed to see the exact place 
where they intended to lay pipe, so we followed the Great 
River Road from Minneapolis toward the spot designated by 
coordinates on a construction map: the Line 3 Mississippi 
River crossing. Here, the permits said a Canadian company 
could drill beneath the water that sustains us, creating what 
some have called a climate time bomb.

We stood along the roadside, soaking in the sounds, smells, 
and sights of riverine forests and wetlands. There was a sin-
gle utility flag in the ditch—a small splash of orange against 
the lush green of summer, marking the place for destruction.

//

One of the most important things I’ve learned from my 
relationships with Indigenous people here in the occupied 
Dakota and Anishinaabe territories known as Minnesota is 
the importance of kinship to world-making.

Minnesota is a name derived from the Dakota word for 
water, Mni. Many people believe Minnesota means “the 
land of sky blue waters,” but a more accurate translation is 
“land where the water reflects the sky.” Even our colonial 
place-names reflect our broken relationships, exposing just 
how limited our understanding is of what it means to live 
in place. 

To Dakota people, water is not just a resource to be extract-
ed or managed. Water is a relative. To Anishinaabeg, land is 
not just property that can be bought, sold, or taken from. 
Earth and all the beings who reside here together are kin.

That kinship is not metaphorical.

I would never say that my mother, my daughter, or my 
brother are only symbolically connected. We recognize 
bloodlines, genetic codes, the ways we’ve nourished and 
guided each other, and the memories we carry between gen-
erations, some of them held deep within our bodies. We are 
family, capable of loving and caring for one another. Capa-
ble of keeping each other alive. 

Making kin with place means widening the circle.

//

When I moved back to Palisade in 2020, I moved to an 
80-acre parcel of land that had been purchased by Akiing, 
an Indigenous land trust and community development 
initiative aimed at restoring an economy rooted in Anishi-
naabe culture.

INSIGHT



66 american craft fall 2021 / kinship                          / the crafted life

I am not Anishinaabe. My people came to this place from 
northern and eastern Europe, part of a process of coloniza-
tion that is still underway. We brought with us ideas of prop-
erty and control that have irrevocably altered the landscape.

Akiing is an Anishinaabe word that means “the land to which 
the people belong,” and last summer, this place became my 
home and studio. I brought with me questions about what 
it means to be a non-Native person living and creating from 
inside an Indigenous Land Back movement. 

Akiing sits adjacent to the corridor where the Line 3 oil 
pipeline is being built across the Mississippi. Two miles 
away, the pipeline also crosses the Willow River on the very 
homestead where my grandmother was born 90 years ago.

//

If we can regard water and earth as kin, how do we reimagine 
the material from which we create? Fabric, dye, ink, paper. 
Wood or linoleum block cut for relief printing. In just one 
piece of textile work there are plants, insects, water, earth, 
and even petroleum products. And, importantly, there are 
stories and questions about the nature of our relationships 
with these.

Material passes through my hands and is shaped into stories. 
But who belongs to whom?

//

At Akiing I began gathering material from the land and the 
water, and from people in my family, including my grand-
mothers. Though only one of them is still alive, they’ve both 
been wells of inspiration for crafting stories about the place 
I come from, about kinship, and about the movement of 
material through our lives.

Most of that knowledge was passed along to me in stories 
shared around kitchen tables, or in the process of learning 
how to do something with my hands. I learned to gather 
material and to sew from my grandmother Violet. While 
I was learning, I also heard from her what it meant to 
belong in a remote rural place, as a white-bodied person, 
and as a woman.

Our relationships with this land and water do not run near-
ly as deep as in Anishinaabeg, but in complicated and pain-
ful ways, we are woven from this land and water too. 

//

Catfish, sapling, sewing needle.
Ditch bank, clear-cut, pipeline.

//

Biidwewegiizhagookwe, otherwise known as Tania Aubid, 
also lives at Akiing. We trudge through the woods and 
swamps together, sometimes up to our knees in mud. 
Here to fight an oil pipeline, we are also learning and 
teaching the landscape of family. In my case, that means 
revisiting settler-colonial places and stories, and looking 
for cracks that I can pry open to better see what is under-
neath. In her case, it means facing the pipeline as a survi-
vor of genocide and displacement, continuing to create a 
culture of reciprocity and resistance.

As an Anishinaabe woman, she is a living expression of 
her ancestors’ care and commitment. In other ways, I’m an 
expression of mine. The problem is that one has tried to dom-
inate and negate the other, to control the meaning of place as 
a means to extract. By living in my settler ancestors’ dream 
world of property and profit, I continue to create a night-
mare for the people whom those dreams have displaced.

Fighting a pipeline means waking up each day together 
and radically redefining ourselves in relationship to the 
place where we belong. Alongside Tania and other Indige-
nous water protectors, I try to make kin of every bird, bee, 
plant, and piece of earth I touch. I don’t do this so that I can 
own or extract. I do this so that I might also have the inner 
strength and sense of purpose to resist further destruction.

//

A pipeline is being built, and in the process, a forest is 
being destroyed. 

Activism is a creative practice, and, much like weaving or 
stitching together the pieces of a quilt, it takes time and 
patience. Sometimes the bigger picture is elusive. And 
sometimes it swarms to surround you. 

Here, we hold material, and we shape it, while recognizing 
that this shaping goes both ways. Everywhere I move now, 
I’m surrounded by family.

//

Sometimes we speak about our creative expressions or 
activism as our work…. What if it is not just work we are 

doing, but a process of making kin?
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The day Enbridge completed its Mississippi River cross-
ing just upstream from my hometown, Tania and I stood 
face-to-face with police. They’d come to Anishinaabe Aki-
ing from counties across Minnesota to protect the pipeline 
from protests, suppressing civil unrest with the violence of 
militarized law and order. 

As we stood there, looking into the eyes of men who were 
told to remove us if we crossed an invisible line on the 
ground, pipe was pulled under our feet and beneath the riv-
er. “I think I’m going to be sick,” Tania whispered to me. 
“My knees are shaking.”

“Remember that you belong here, and I’m here with you,” I 
said, reaching out to hold on to her arm. 

//

I repeat these words often:

You belong here.
I’m here with you. 

They serve as reminders when the dominant stories take hold. 

//

Sometimes we speak about our creative expressions or 
activism as our work, and this carries with it a sense of 
responsibility toward something outside ourselves. We put 

in the work to reap a reward, whether that be monetary or 
political or just recognition that we made a mark with our 
time here. 

But what if it is not just work we are doing, but a process 
of making kin? What if, over time, we sow ourselves into 
the land, and we let it transform us? Then it would not be 
responsibility that binds us to places, but love born of the 
fact that we are alive.

What we do unto others has repercussions for ourselves and 
future generations too.

//

“It’s not just a responsibility to protect this place that keeps 
me standing here,” a friend said to me recently. He was 
reflecting on time he’d recently spent in jail for trespassing 
on land that had been stolen from his people. “It’s still a 
privilege to be here, resisting further destruction.”

I’ll carry his words with me now as a reminder: That kin-
ship, belonging, and taking action out of love are all part of 
a creative process that’s been underway for a very long time. 
That there is still so much to protect. 

That we are the ones who’ve been called here for that purpose.
◆

shanai.work | @shanai_matteson

Children use stamps—featuring trees, animals, rivers, and Lake Superior —to create “kinship flags” in Matteson’s community workshops. 
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reed@davidmbowman.com
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for more information.
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COMING IN THE WINTER

ISSUE OF AMERICAN CRAFT... 
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MEG DICKERSON – CONTEMPORARY CLAY  

megdickerson.com

megdickerson10@gmail.com

TONI SEYMOUR HANDWOVEN   
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tonibowes@gmail.com
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clayelements.com

clayelementsinfo@gmail.com
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“A good life is found only where the 
creative spirit abounds, where peo-
ple are free to experiment and cre-
ate new ideas within themselves.” 

—Aileen Osborn Webb (1892–1979), founder 

and patron of the American Craft Council

We invite you to support ACC into the 
future with a planned/estate gift. All 
planned gift donors will be welcomed 
into the Aileen Osborn Webb Legacy 
Circle with the knowledge that their 
legacy will live on in the work that the 

visionary Ms. Webb started. Planned 
gifts include bequests, naming ACC 
as beneficiary of retirement plan 
accounts, and more. Gifts may be 
made in your name or may be made 
as an honorarium or memorial for 
someone you want to recognize.

For more information, and to 
answer any questions you may have, 
please contact Judy Hawkinson, 
director of development,
at jhawkinson@craftcouncil.org 
or 612-206-3125.

Leave Your Craft Legacy. Join the Aileen Osborn Webb Legacy Circle.

FROM THE AMERICAN CRAFT COUNCIL

Our Baltimore Show Is Back
in Person February 11–13, 2022

Join us at the Baltimore Convention Center for 
our flagship craft marketplace featuring more 
than 500 artists—and plan to bring a friend!
ACC members receive two free tickets to all of 
our in-person craft shows. Find the latest details 
at go.craftcouncil.org/Baltimore2022. Save the 
dates for our in-person show in St. Paul, too: 
October 7–9, 2022.
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Thank You to the Foundations
Supporting Our Work

Special thanks to the Harlan Boss Foundation for the 
Arts, Minnesota State Arts Board, National Endowment 
for the Arts, National Endowment for the Humanities, 
RDK Foundation, and Windgate Charitable Foundation for 
supporting ACC’s programs and operations with $5,000 or 
more annually. 

This activity is made possible by the voters of Minnesota through a 

Minnesota State Arts Board Operating Support grant, thanks to a 

legislative appropriation from the arts and cultural heritage fund.

Don’t Miss Our Next Conversation

Tying into the themes of each of our magazine issues,
our quarterly American Craft Forums bring our community 
together to explore new ways of thinking about craft.
Sign up for an upcoming session with Omar Tate and 
Gregg Moore (page 48) and view past recordings at
go.craftcouncil.org/Forums

Discover more ACC news and sign up for our email list at craftcouncil.org
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Special Thanks to Our Donors Giving 
$5,000 or More Annually

Archer Bondarenko Munificence Fund
Fleur S. Bresler

Michele and Martin Cohen

Chuck and Andrea Duddingston

Carl and Jan Fisher

Katherine Harris and Tom Keyser

Charlotte and Raul Herrera

Joseph P. Logan

Jennifer Martin

Marlin and Regina Miller

Sara and Bill Morgan

Alexandra Moses

Lynn Pollard

Sarah Schultz and Jeffrey Sugerman
Gary J. Smith and Jamienne Studley

Barbara Waldman

Make a gift in support of our nonprofit mission 
at go.craftcouncil.org/Donate or call Judy 
Hawkinson at 651-434-3951 for more information.





The American Craft Council is a national, nonprofit public educational organization 
that traces its inception to 1941. Founded by Aileen Osborn Webb, the Council 
aims to promote the understanding and appreciation of contemporary American 
craft. Programs include the bimonthly magazine American Craft, annual juried shows 
presenting artists and their work, the American Craft Council Awards honoring 
excellence, a specialized library, conferences, workshops, and seminars.

1224 Marshall St. NE, Suite 200, Minneapolis, MN 55413 
Phone 612-206-3100; 800-836-3470   Fax 612-355-2330 
council@craftcouncil.org, craftcouncil.org 

Membership Services: 888-313-5527 
Magazine: letters@craftcouncil.org, craftcouncil.org/Magazine 
Library: library@craftcouncil.org  
Shows: shows@craftcouncil.org, 800-836-3470
  
The American Craft Council is committed to justice, inclusiveness, and equity. Draw-
ing on craft’s rich legacy of openness and its deep roots in all cultures, the Council 
will work to create opportunities for creative people from all walks of life.     
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Classified advertising is $3.95 per word, minimum 20 words. Name and address 

count as words. Example: “A.B. Smith” is three words. Full payment must 

accompany order, mailed to American Craft, 1224 Marshall Street NE, Suite 200, 

Minneapolis, MN 55413. Or contact Joanne Smith at jsmith@craftcouncil.org 

when placing classified ads using credit card payment.

Deadline: September 30, 2021, for the 2022 Winter/December-January-

February issue.

Artist Supplies
www.sallysclockhands.com
Offering a large selection of Antique, Vintage and New Clock Hands as well as 

Antique Clock, Watch and Furniture Accents, Unusual Steampunk Art and 

Jewelry Findings for your Artistic Imaginations.

Like this issue? Get a subscription by becoming 
a member of the American Craft Council. 

go.craftcouncil.org/Subscribe
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Architectural
Scale Models
Easy to build with detailed instructions.

Exquisite wood construction of cherry,

birch, and aspen.

Every sale supports these historic buildings.

25% off – Checkout code – CRAFT

ModelLandmarks.com

Our 26th year!
November 5-7, 2021 / WaterFire Arts Center / 
475 Valley St – Providence RI – Free Parking
Fri. 5-9, Sat. 10-6, Sun. 10-4
26th Annual show featuring handcrafted furniture 
and including furnishings and home décor too. New 

pieces making their debut, student work from RISD 
& North Bennet Street School. Concession, Art Bar, 
Parade of Chairs and more. 100 artists & craftsmen.
FineFurnishingsShows.com
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Southern Vermont Arts Center 

Call for Entries

SVAC welcomes applications for its Holiday Craft 
Market from both established and emerging artists 
making original work that shows accomplished 
artistry, design, and quality craftsmanship. 

Market Dates: December 4 & 5, 2021 

Entries close: October 8, 2021 

Entry Fee: $175
svac.org/holiday-market

Craft Fair of the 

Southern Highlands

74th Fall Edition 

October 14-17 

Harrah’s Cherokee Center-
Asheville, NC showcases both 
traditional and contemporary

craft by juried members of the 

Southern Highland Craft Guild. 
For 4 days visitors can shop 
directly from artists while

enjoying craft demonstrations

and regional music.

(828) 298-7928

craftguild.org/craftfair

The American Craft Marketplace showcases artwork, galleries, events, products, and services.  
To place a Marketplace ad, please contact Joanne Smith | 612-206-3122 | jsmith@craftcouncil.org

MARKETPLACE

Creations Gallery
Where you find:

- Metal sculpture by Fred Conlon                                 
- Animal puzzles by Peter Chapman
- Ikebana displays by Joseph Kovecses                    
- Wood reliefs by Jerry Krider
- Porcelain jewelry by Judy Goodwin
- Ceramic fish by Alan and Rosemary Bennett

And more plus Free Shipping! 

creationsgallery.com

Inlaid Swedish door harp by Todd Preimsberg.

Upcoming Issues

Wonder

Fashion

Forge

Gather

Inhabit

Winter 2022:

Spring 2022:

Summer 2022:

Fall 2022: 

Winter 2023:

Interested in advertising? Learn more at 

go.craftcouncil.org/Advertising

or contact Joanne Smith at

jsmith@craftcouncil.org

Have a story idea for us?

Share it at go.craftcouncil.org/Submissions
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George Nakashima imagined creating 

six peace tables, each “an instrument of 

reconciliation, of bringing people together.” 

Pictured here is the artist with Altar for 

Peace, now in New York, and the blessing 

ceremony for Sacred Peace Table (inset), 

now in Moscow.

END NOTE

Tables For Peace. During a May 
research session of the American Craft editorial 
team at the ACC Library & Archives, a photo 
turned up that none of us could place: a group of people dressed differently from one another yet gathered 
around a common table. We didn’t know what we were looking at, but after more than a year of isolation and 
working from home, we recognized kinship. Later, we found out the photo depicts the ecumenical blessing, 
by clergy from around the world, of renowned wood artist George Nakashima’s Sacred Peace Table during the 
United Nations’ 50th anniversary in 1995. The table later traveled from the UN in New York to The Hague, 
and then to its final destination at the Russian Academy of Arts in Moscow. 

The idea for creating a peace altar for each continent had come to Nakashima in a dream after he had pur-
chased the wood of a 300-year-old black walnut tree. He envisioned the altars as “small points of light encircling 
the globe,” with each one cultivating “a joyous peace, not a fear or absence of war.” Nakashima himself knew 
the impact of war, having been sent to a Japanese internment camp in Minidoka, Idaho, during World War II.

Housed in St. John the Divine Cathedral in New York City, Nakashima’s Altar for Peace was the only table 
installed before he died in 1990. The second table went to Moscow, and a third, another Sacred Peace Table, 
was installed at the Hall of Peace in Auroville, South India. Nakashima’s 
inspired work is a reminder of how craft connects people across cultures, 
and how it can contribute to the greatest type of kinship: peace between 
us all. —The Editors

◆
nakashimafoundation.org | nakashimadocumentary.com T
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CONTEMPORARY

CRAFT 

2020 Vision
by Steve Eichenberger
at White Bird Gallery. 
Mixed media, wall-mount sculpture. 
12 x 21 x 19 in.

 My Old House 
by Karin Birch
at Gravers Lane Gallery. 
Hand embroidery and beadwork on
acrylic painted linen. 
30 x 30 in. framed.

GRAVERS LANE GALLERY

8405 Germantown Ave.
Philadelphia, PA 19118
(Historic Chestnut Hill) 
(215) 247-1603
graverslanegallery.com

SCHALLER GALLERY

8972 First St.
Baroda, MI 49101
(269) 983-7404
schallergallery.com

THE GRAND HAND

GALLERY

619 Grand Ave.  
St. Paul, MN 55102  
(651) 312-1122
thegrandhand.com

WHITE BIRD

GALLERY 
251 N. Hemlock St.  
Cannon Beach, OR 97110 
(503) 436-2681
whitebirdgallery.com

Plate
by Sanam Emami
at Schaller Gallery.
Brown stoneware, underglaze, glaze. 
1 x 9.5 x 9.5 in.

Cracked but UnBroken ring.
Rhus typhina Design
by Julie Nelson/Trina Uttley
at The Grand Hand Gallery.
24K gold fused onto sterling silver 
with patina. Black freshwater pearl.
1.0 x .75 in., size 7.5.
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