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Give the gift of ACC membership at  
go.craftcouncil.org/givemember

Council

SHARE  
THE INSPIRATION  
BY GIVING A MEMBERSHIP

When you give an American Craft Council membership,  

not only are you making a vital contribution to our nonprofit  

cause, you’re bringing craft into the lives of the people you  

care about and connecting them to a community of like-minded 

supporters. That’s one gift that goes a long way to support  

the work of makers across the country.
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Jennifer Younger, a 
Tlingit jeweler in Sitka, 
Alaska, uses a homemade 
shaping block to create 
her Raven Flare copper 
cuff, which features 
formline technique.  
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Photo: Caitlin Fondell

Above
Sora is a gravity-shaped 
ceramic woven vase  
made by Susan McKinney,  
one of many artists who 
participated in the ACC’s  
virtual San Francisco  
Bay Area Craft Week  
in October.
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This Ppalgang 
Inhwamun vase was 

made by Sang Joon 
Park, who credits his 

sculpture teacher 
with helping him see 
ceramics differently.    

page 38
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Casals share the stories behind 
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Unexpected Gigs
on my desk is an off-kilter 

and lightly collapsed elmwood 

pedestal bowl. My uncle Jerry, 

who started turning wood after 

he retired from farming, allowed 

me to take it after I found it in 

his discard box years ago. While 

I treasure the exquisite live-edge 

Russian olive bowl he gave me, 

it’s the imperfect one that’s  

captured my heart. 

I can see the vision my uncle 

had for this piece and the work 

he put into it. For me, it’s a  

daily reminder of the impor-

tance of trying new things and 

learning new skills – and, like 

my uncle, finding joy in the  

process. Right now, at the end 

of this devastating year, that 

connection to joy is a true gift. 

This issue explores the gifts 

of craft – among them, the  

benefits that come with making. 

For some artists, such as Dyani 

White Hawk, Sang Joon Park, 

and Béatrice Coron, engaging  

in the act of creation offers  

a connection to practices  

passed down from ancestors,  

an organized mind, and a flow 

state [page 38]. For leather  

artist Mia Wright-Ross,  

making is sacred; she calls  

her sewing machine her altar 

[page 64]. Jennifer Younger 

says creating jewelry that 

serves as an entry point for  

non-Native people who want  

to support Indigenous makers 

helps her feel stronger in her 

Tlingit identity [cover and  

page 56]. Making can connect 

us to our deepest humanity.

Artists also offer the gift of 

helping us look head-on at the 

difficult challenges humans face. 

Take Nneka Jones, an artist 

who creates embroidered por-

traits of Black people as targets 

and whose flag was recently on 

the cover of Time [page 12]. Her 

work is beautiful and painful  

at the same time.

Despite their invaluable  

contributions, artists who earn  

a living from what they make 

have faced tremendous hard-

ships this year: As of June, 94 

percent reported lost income 

and 63 percent were fully un-

employed. If ever there was a 

time to buy and gift the work of 

artists, it’s now, says American 

Craft Council executive direc-

tor Sarah Schultz  [page 80].

As someone mesmerized by 

the handmade since childhood, 

I’m so pleased to be joining  

the ACC and the team 

producing American Craft.  

I also want to thank former  

editor Megan Guerber, as well 

as interim creative director  

Brian Donahue, for leading  

this 79-year-old publication 

through a very challenging year. 

While we can’t foresee 

what’s ahead in 2021, change is 

definitely on the horizon for 

American Craft. Starting with the 

spring issue, it will be published 

quarterly. It will also have a new 

look and a fresh focus on the 

power of craft in American life. 

We hope that as you page 

through this issue you find 

moments of inspiration and 

unexpected gifts.

Staff members of  
the American Craft 
Council have found 
delight in these 
wrapped rocks by 
Betsy Bauer. As we 
enter winter and a  
season of giving, we 
encourage everyone  
to take time to see the 
beauty in simple 
things, to honor  
people we love with  
meaningful gifts, and 
to treasure the gifts 
we’ve been given. 
page 50 page 50 

Karen Olson

Editor
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Told and Untold Legacies 

This quote from Joyce Scott 

now resides on my inspiration 

wall: “I don’t have the ability to 

end violence, racism, and sex-

ism, but my art can help people 

look and think.” Thank you, 

American Craft Council, for 

giving such a deserving artist 

the Gold Medal for Consum-

mate Craftsmanship.

~Beth Blankenshi-, via email

I was impressed by the breadth 

and depth of the Oct./Nov. 

issue. Your dedication to sup-

porting and publicizing the 

work of BIPOC makers has 

been admirable throughout the 

years, and this issue is no 

exception. The articles about 

Joyce Scott and Michael  

Puryear emphasize the history 

of American studio craft and 

its ongoing vitality. 

~Rob Millard-Mendez,  

via email

In Praise of Beauty 

I love The Beauty Issue! 

Everything about it appeals to 

my aesthetic. “The Craft of 

Scent” particularly appealed to 

me as a scent lover. I have used 

perfume bottles in my own 

work and am 

intrigued by the 

idea of “scent as 

art.” My daugh-

ter, who is an 

advocate of vis-

ible mending, 

loved the conser-

vation article. I 

have a friend 

from Puerto Rico 

who enjoyed 

“The Will to 

Adorn” article. 

Every article is 

exciting to me! I 

am saving my 

avocado pits for 

dying old nap-

kins. The idea of 

focusing on our 

everyday exis-

tence/objects is 

just brilliant during this time.

~Diane Coo-er Cabe, via email

I thought the latest issue was 

terrific! I read it from cover to 

cover and learned so much. It 

was fascinating to learn the 

crafts that originate in nature.  

It was also great to have stories 

on “lost” crafts.

~Lori Olson, via email

The cover caught my attention. 

As I read through the issue, I 

found myself wondering, “Is 

this craft?” And, each time, I 

came to the conclusion that the 

result was beautiful, involved 

creativity, elevated an item 

beyond mere functionality –  

so, yes, it was craft. 

~Mi”helle “Mike” O”honi”ky, Stone 

Hollow Studio, via email

I really loved this issue because 

it was refreshingly different. 

Loved the article on natural 

dyes the most and am buying 

the book [True Colors: World 

Masters of Natural Dyes and Pig-

ments by Keith Recker]. 

~Susan Han”o”k, via email

Not Really Feeling It

I have not really gotten into the 

latest issues of the magazine. I 

enjoy the issues that show beau-

tiful glass, ceramics, jewelry, 

fiber, and clothes. Really like 

seeing artist wares that I can find 

at the shows once they resume. 

Hoping you return the focus 

back to that in future issues.

~Lani Terry, via email

I did not enjoy the 

beauty and cook-

ing editions. 

Although cosme-

tology and cook-

ing are respected 

trades, some 

(including myself) 

do not consider 

them to be on par 

with creative arts 

and crafts. As a 

lifelong wood-

worker and ama-

teur machinist, I 

joined [the Amer-

ican Craft Coun-

cil] to see these 

types of crafts in 

the publication.  

I also enjoy seeing the jewelry 

and pottery disciplines as well.  

I hope the publication stays the 

course as it was before the cook-

ing and beauty issues.

~William Keser, via email

Love the publication; however, 

have zero interest in:

• Scents as crafts (or scents  

in general)

• Food as craft (will get  

Bon A--étit for chefs and 

culinary ideas)

• Perhaps (occasionally)  

wild, large, organic “what  

is this” reflections

I like to see beautiful art, 

objects, and creativity I can 

enjoy in my own homes and 

surroundings – and love to see 

and read about the people who 

create these amazing treasures.

~Joan Zimmerman, via email

Deeper into Ochre

I read “The Ochre Whisperer” 

with interest as I’m a natural 

dye artist and love color.

Natural pigments are inspir-

ing to me, even thrilling, as Gus-

tafson suggests. One of the 

things that’s most striking in 

the article – to me as an Austra-

lian – is the very limited men-

tion of American Indigenous 

people, their use of ochre, and 

their place in American contem-

porary heritage. 

~Anne Bolitho, via email

I plunged into the magazine 

without noticing it was The 

Beauty Issue. I just kept think-

ing how beautiful it was. The 

page of ochres is worth framing. 

Thank you!

~Linda Han”her, via email

Loved The Beauty Issue. Read 

every article. Was especially 

moved by the ochre collector. 

Inspiring me to search for ochre 

in my future travels? If corona 

allows. The beauty of natural 

dyes is incomparable to chemi-

cal ones. 

~Ayalah Podwal, via email
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We Want  

Your Letters

Dear Readers, 

You are a vital part of our 

community, and we want 

to hear from you. What 

moves you? Annoys you? 

Brings up forgotten 

memories? We want to 

hear it all. Send your 

reactions, reflections, 

questions, and concerns 

to American Craft’s 

editorial team, and 

you might just find your 

words published in the 

next issue of the magazine.

letters@craftcouncil.org

A Rainy Day Surprise

My most recent magazine issue 

unfortunately ended up being 

left out in the rain. I tried to  

pry pages apart, and as it dried 

outside in a safe place, it dried 

into this cool shape. There’s 

something about the ink/paper 

you use in printing the maga-

zine that created a somewhat 

stiff sculpture. 

When I called my neighbor-

hood’s independently owned art 

store, Wet Paint: Artists’ Mate-

rials and Framing, to inquire 

about creating additional struc-

ture with some kind of products, 

their master framer and profes-

sional artist Kate Katzer sug-

gested I use Golden’s GAC 400 

for some brush-applied coats, 

then finish with light coats of 

Krylon’s UV-Resistant Clear 

gloss acrylic coating spray.

Ta-da! It turned out beauti-

fully and just what I was hoping 

for. I superglued a hanging 

teeth-bar thingy to the back, 

hammered in a couple nails to 

the wall, and now it adorns my 

favorite colder weather reading 

and knitting nook in my living 

room. Not only that, but it adds 

light and textural interest to a 

darker corner spot that’s never 

had the right art. 

The unfortunate part?  

I didn’t get to read this issue! 

~Chillon Leach, via email

Editors respond: 

We were happy to send you a 

replacement issue, Chillon. 

Hope you enjoyed it as much as 

you do your new artwork!
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ENGAGING  
OUR COMMUNITY  

WHEN IT MATTERS MOST

Dynamic Online 
Marketplaces

The American Craft Council piloted 

its first-ever online marketplace event 

in early September. San Francisco 

Bay Area Craft Week featured an 

array of interactive programming 

and a 112-artist marketplace that 

drew more than 30,000 visitors and 

generated more than $111,000 in artist 

sales. Our second online marketplace, 

running November 16 – December 6, is 

designed to connect people to more 

meaningful ways of giving this year.

Take Home Craft | Atlanta

ACC was proud to team up with 

Purpose Built Schools Atlanta this 

year to provide children in Southeast 

Atlanta with everything they would 

need to stay engaged in craft-based 

activities while homebound over the 

summer due to the pandemic. This 

collaboration led to the creation 

of more than 300 craft boxes 

containing supplies and instructions 

for 16 different projects, which were 

delivered to students in July.

[Not] In Isolation  
Film Project

In collaboration with artists, filmmakers, 

and organizations, ACC commissioned 

a series of short video projects to 

tell the stories of makers pursuing 

community-based and craft-inspired 

humanitarian relief efforts across the 

country in response to the pandemic. 

The films are a source of inspiration 

to be shared, mined, and used as an 

example of how maker communities 

have risen to the occasion in the  

face of crisis.

Don’t miss out on new ways to connect and stay  
active within the craft community. Sign up to receive  
emails from us at go.craftcouncil.org/signup.

Council

Briana of Sun & Lace, a line of handmade shoes  

for babies, hosted an online Maker Meetup as part  

of San Francisco Bay Area Craft Week.  

Photo: Nicole Hansen

Boxes full of craft supplies inspired children in 

Southeast Atlanta to be creative while learning and 

trying something new. Photo: Javan Wyche

In her self-shot video, Brooklyn-based ceramist and 

front-line healthcare worker Avra Messé shares how her 

craft practice has helped her respond to the pandemic.



MyraBurg.com  MyraBurg@QuietOboes.com

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

Please reach out. We’re friendly. 



the american flag depicted 

on the cover of the August 31 / 

September 7, 2020, issue of 

Time magazine hangs vertically, 

as if it’s tired. Rough embroi-

dery stitches form incomplete, 

asymmetrical stripes transition-

ing from black to red, with 

frayed ends. The threaded nee-

dle remains in the final bar – its 

job is unfinished.

The hand-embroidered flag 

was created by Nneka Jones, a 

23-year-old Trinidadian artist 

and recent University of Tampa 

graduate. It graces an special 

issue of Time titled “The New 

American Revolution: Visions 

of a Black Future that Fulfill a 

Nation’s Promise,” a collection 

of essays and conversations 

about America’s racist past and 

future potential, curated by 

musician Pharrell Williams.

Jones discovered the  

possibilities of painting with 

thread only two years earlier, 

when she taught herself to 

embroider while researching  

an assignment for an experi-

mental painting class with artist 

and professor Chris Valle. 

Although the medium was 

new to her, she’d been drawing 

and painting since her child-

hood in Port of Spain. “My 

friends and I would make our 

own comic books,” Jones says. 

“That was a huge, huge founda-

tion for coming into my techni-

cal skills. Then I developed a 

total love for painting.”

Her voice as an art activist 

was informed through her child-

hood and coaxed out during class 

assignments in Tampa, Florida, 

she says. “In Trinidad, what I 

experienced wasn’t so much 

racism, but colorism,” Jones says. 

“People of color, as a whole, 

divide themselves between dark-

er or lighter. I was teased 

because of how dark my skin 

was. Even in the classroom set-

ting, it felt like teachers favored 

students who were lighter.”

For the Time cover, which 

she embroidered onto canvas, 

Jones first stenciled an outline 

of the stripes, filling in the dark 

ones with haphazard, raw 

stitching. “The flag is supposed 

to represent a work in progress 

toward a nation that is unified,” 

says Jones. “It symbolizes opti-

mism, while reflecting on cha-

otic current events. I see the 

stitches as kind of a bird’s-eye 

view of people protesting in the 

streets for movements such as 

Black Lives Matter.”  

  She also embroidered the 

black background behind the 

non-uniform stars, while the 

white stripes and stars are the 

untreated canvas. The design 

came from a back-and-forth 

process with the issue’s art 

director, Victor Williams, who 

first learned of Jones through 

her Instagram page and was 

particularly drawn to her 

stitched portraits.

Jones already had achieved 

significant recognition locally. 

During her junior year, she won 

the William P. O’Dowd 

Nneka Jones

Through embroidered portraits and  
unconventional materials, an artist gives 
voice to injustice.   

story by Diane Daniel

Self Portrait, 2018,
embroidery on canvas,
16 x 20 x 1 in.

“I see the stitches as kind of a  
bird’s-eye view of people protesting  

in the streets for movements such  
as Black Lives Matter.” 
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(Auguse 31 / September 7, 2020)
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Colorblind Shooting 
Range, 2019,  
embroidery on canvas,
8 x 10 x 1 in.
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this page: 

Dartboard Target, 
2019, embroidery on 
canvas, 8 x 10 x 1 in.

opposite left: 

Target II,  2019,  
condoms and oil on  
canvas, 20 x 40 x 2 in.

opposite right

Yellow Light, 2020, 
embroidery and acrylic  
on canvas, 12 x 12 x 1 in.



Memorial Emerging Artist 

Award at the juried Gasparilla 

Festival of the Arts in Tampa.

Much of the work for that 

honor also was inspired by 

assignments by Valle, who for 

one project interviewed stu-

dents about their interests and 

concerns, then chose their main 

material for them. Jones says 

she spoke to him mostly about 

current affairs and women’s 

rights, especially among young 

Caribbean women.

“We all got emails the next 

day telling us what materials to 

use,” she says. “I was expecting 

things like nails or utensils. 

Instead, he told me to get con-

doms. I was like, what? What am 

I supposed to make with those?”

Her creative solution was an 

arresting body of work called 

“Targets,” which draws atten-

tion to victims of sex abuse and 

trafficking. For those pieces, 

she arranged unwrapped, 

unrolled condoms in target 

signs, then painted a bullseye 

on a female face over them. 

Only up close does the viewer 

see that the background circles 

are formed from condoms.

“After making those, I knew 

how powerful art could be,” she 

says. “I have the ability to cre-

ate something beautiful to look 

at and so painful at the same 

time. I’m here to prompt people 

to talk about it.” 

The Time cover brought 

Jones enormous attention, all of 

it positive, though she’d braced 

for some negative reactions.  

“I expected some people to  

say, ‘You’re destroying the 

American flag, and you’re not 

even American.’ ”

Her personal Instagram  

post sharing the cover received 

more than 7,500 likes and 

topped 750 comments, and she 

struggled to keep up with a 

flood of emails and interview 

requests from local and nation-

al outlets. “Honestly, I have 

been overwhelmed,” she says. 

“I’m doing it all by myself, in 

terms of managing everything. 

But I’m also extremely grateful 

because this is exactly what 

I’ve wanted.” All of her past 

work has sold, though she’s 

keeping the flag image, which 

she plans to frame. 

Meanwhile Jones, who 

hopes to continue working in 

the US, is already grappling 

with the kinds of challenges 

more established artists face.  

“I don’t want to be only ‘the  

condom girl’ or ‘the embroidery 

girl,’” says Jones, who is work-

ing on new pieces for an exhibit 

she can’t yet disclose. “I don’t 

want to disappoint people, but 

can’t keep making the same 

pieces. I want to have the  

artistic freedom to follow my 

own vision.” 

artyouhungry.com 

Diane Daniel is a writer based in 

Florida and the Netherlands.

“I have the ability to create something beautiful to look at and so painful 
at the same time. I’m here to prompt people to talk about it.”
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Ian Petrie

ian petrie looks for  

mystery in the mundane. He 

turns everyday ceramics into 

story worlds by embedding 

images into his mugs and plates. 

His original images are reminis-

cent of single panels torn from  

comic books. 

The 29-year-old artist start-

ed reading comics in high school. 

Rather than superheroes, he 

was drawn toward more realis-

tic stories like in graphic novels 

such as Jimmy Corrigan: The 

Smartest Kid on Earth, Shortcom-

ings, and Ghost World. “I was 

really getting into comics about 

the time that my interest transi-

tioned away from writing and 

toward art,” says Petrie, who 

lives in Philadelphia.

Like the comics he read as a 

teenager, the everyday scenes 

Petrie draws into his works are 

experiences that the people 

who buy and use his wares can 

intimately relate to. “But,” he 

says, “I like there to be a little 

mystery to what I’m depicting.” 

Watching others find their own 

meaning in the ceramics is a gift. 

“Part of the fun of the work is 

that I give a narrative prompt 

that everyone else finishes in 

their own way,” he says. 

Petrie’s method for embed-

ding his drawings into his 

ceramics evolved over time.  

Drawing, screen printing, and surprise are 
essential to this ceramist’s novel design. 

story by Alia Jeraj
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He initially used decals, images 

he applied to glazed pots, but 

grew frustrated with the way 

they slid around on the glaze.  

In part inspired by manga, a 

style of Japanese comics that 

uses halftone shading and was 

traditionally printed using 

screens, he entered a two-year 

residency at the Worcester 

Center for Crafts in 2016 to 

explore screen printing. With 

this technique, says Petrie, 

“you’re actually applying the 

images onto the clay itself, so 

it’s under the glaze and part of 

the actual pot.” 

Petrie’s process for making 

ceramics now includes three  

art forms: drawing, screen 

printing, and sculpting. He 

starts each piece by using a dip 

nib quill to draw a comic panel. 

The nib offers a tactile element 

to drawing that feels more natu-

ral to the artist than a brush. 

“With a nib, you’re almost 

scratching on the paper, and 

you have to be applying that 

pressure,” he says. “A nib is 

almost like carving in clay.” 

After drawing with the nib, 

Petrie picks up a brush to shade 

his comics with watercolors, 

above: 

Petrie pulls  away paper 
to reveal an image on clay.

left: 

Ian Petrie in his studio.

opposite: 

A selection of Petrie’s 
midrange earthenware 
pieces with screenprinted 
images: “I WOULD 
Agree...” Snack Plate  
(top);  “Luster Speech 
Bubble” Salad Plate 
(below left); and “Luster 
Cell Phone” Hotdog 
Plate (below right). 
Messages are hidden 
underneath the gold, 
which rubs off over time.
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sticking to a black and white 

palette. His drawings then go to 

Photoshop, where he turns 

them into halftone images. He 

passes a specially formulated 

ceramic ink through a screen 

onto the newsprint. The result 

is a series of small dots, creating 

the illusion of shading. He then 

uses those sheets to transfer the 

ink to the pottery.

People use Petrie’s plates, 

mugs, and bowls on a daily basis, 

allowing them to revisit the story 

on their ceramics again and again. 

With repeated use, the story 

they’ve created about the comic 

changes. “Maybe a month later 

they’re up earlier than normal, 

and they’re kind of pissed off, 

and the story is tweaked, or they 

see it from a different perspec-

tive,” says Petrie. 

He adds an extra element  

of mystery in some of his works 

through a layer of gold or silver 

luster. Inspired by Doug Peltz-

man’s gold-lustered handles, 

Petrie uses the luster to obscure 

speech bubbles or windows in 

his comics. Over time, the hid-

den message is revealed, but 

some customers just can’t wait 

that long and choose to scrub 

off the luster soon after pur-

chase. “In order to find out the 

real truth,” he says, “you have 

to remove some of that bling.”  

 

ianmpetrie.com 

Alia Jeraj is an educator, artist, 

and writer in Minneapolis. 

“Part of the fun of the work is that I 
give a narrative prompt that everyone 

else finishes in their own way.”
~ Ian Petrie

above left: 

Reading the story on the  
“Tearing Up” Mug from 

three vantage points.

below: 

A sampling of Ian 
Petrie’s ceramics, which 
offer narrative prompts.  
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Protect your eyes when you’re enjoying the outdoors with 
sunglasses handmade by Ana Barragan of Ana A Sustacnable 
Workshop in Savannah, Georgia. Created from tropical 
woods – such as smoked eucalyptus, zebrano, sapele, and 
wenge – the frames are lightweight and durable. 
$50 – 280
anaa-shop.com

Double your self care with this 
candle and handblown glass 
combination from Cedrcc 
Mctchell Descgn. First, create  
a calm environment by lighting 
the candle, which has notes of 
lemon zest, balsam, and amber. 
When that’s used up, enjoy stay-
ing hydrated with the drinking 
glass by the Los Angeles-based 
glass artist. 
$55
cedricmitchelldesign.com

Need a break from binge-watching? 
Create beautiful shapes instead 
with Modulumc, a system of poly-
propylene modules that fold  
together like origami. Designed by 
Chicago-based Nikola Petrov 
Kolev, Modulumi sets contain  
30 pieces. Multiple sets allow for 
bigger, more complex designs.
$39
modulumi.com

Take care of your back while 
working from home with the  
Pro Rolling Owl Stool from 
Geoffrey Warner’s Owl 
Furncture in Stonington, Maine. 
Designed with input from health 
practitioners to create a more 
active and forward-sitting pos-
ture, the stool comes in sustain-
ably harvested cherry or walnut 
with optional lumbar support.
$695 – 990
owlstools.com

Ó
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Stay active in style with 
a skateboard made of 
North American hard 
maple. With a vision 
for skateboarding that’s 
positive and inclusive –
and good for mental 
health – Tim Hudson of 
Baby Skateboards in 
Minneapolis hand-
shapes and handpaints 
each board. Screen-
printed designs are  
also available.
$70 – 120
babyskateboards.com
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glassblower and painter 

Corey Pemberton and furniture 

maker Annie Evelyn met in 

2014 at the Penland School of 

Craft in North Carolina. While 

Evelyn completed a resident 

artist program at the school and 

Pemberton was living and 

working in the Penland commu-

nity of artists, they found them-

selves asking: Why aren’t there 

more artists of color in these 

programs? “I had expected 

these institutions to create the 

community that I wanted, 

which is, quite frankly, a com-

munity that represents our 

country,” says Evelyn. “Art is 

supposed to tell the story of  

the world.” 

A Rhode Island School of 

Design graduate who had been 

living in Brooklyn before mov-

ing to Penland, Evelyn says a 

culmination of events in 2015 – 

including the Charleston,  

South Carolina, church shoot-

ing – illuminated the urgency  

of the issue. “There was all this 

anxiety and emotion around 

racial injustice,” says Evelyn. 

“This was my first time as an 

adult in a formalized commu-

nity of artists, and I thought 

there were missed opportuni-

ties to have Black artists as 

residents and core fellows at 

the program.” 

Pemberton grew up in  

Virginia and studied craft and 

material studies at Virginia 

Commonwealth University. 

During college, he spent two 

summers at Penland and lived  

in Missouri, Denmark, and  

Norway after he graduated.  

“My whole life, as a Black  

person in the arts, I was the  P
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community of makers

Crafting the Future

A collective of artists provides equitable opportunities  
in craft – and schools are matching its scholarships.

story by Zippy Guerin
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only Black person in almost 

every room I entered. But to see 

other people – specifically white 

people like Annie – get so impas-

sioned about this inequality 

made me want to address it even 

more,” explains Pemberton.

So, in early 2019, Pemberton 

and Evelyn established Craft-

ing the Future, a collective of 

artists working together to 

provide equitable opportuni-

ties in craft, art, and design. 

The organization – led by 

director Pemberton and deputy 

director Evelyn – partners 

with youth arts organizations 

across the country to provide 

students with scholarships to 

renowned craft schools and 

pre-college programs. “The 

people who know the students 

and their potential are nomi-

nating them for the scholar-

ships. This is bringing new 

voices and new stylistic 

aspects to craft programs,” 

Pemberton says. “We are con-

necting the dots and creating 

one larger, more diverse 

community.”

In 2019, Crafting the Future 

sent two students from YAYA, 

a New Orleans community arts 

program, to a two-week sum-

mer program at Penland. Shanti 

Broom, a young multidisciplinary 

artist from New Orleans,  

was one of the scholarship 

recipients. Crafting the Future 

covered the cost of Broom’s 

tuition, room and board, travel, 

and art supplies, and also pro-

vided a stipend to help her  

with other miscellaneous costs. 

Broom, who was enrolled in 

cosmetology school at the time, 

enrolled in a two-week program 

in iron with no experience in 

the medium. “I had no prior 

knowledge of what Penland 

was,” she says. “The iron work-

shop was a trial run that turned 

into an interest that I can now 

see as an eventual career.” 

When Broom returned to New 

Orleans, she connected with a 

local blacksmith to continue 

learning the craft.

Broom says her experience 

at Penland has had a lasting 

impact. “I don’t get discouraged 

as easily in myself anymore 

because I’ve met other like-

minded artists who are confi-

dent that what they’re doing is 

the right thing,” she says. “And 

that’s an experience I think 

everyone should have.”

In 2020, Crafting the Future 

expanded its mission by merg-

ing with Better Together, an 

event series that celebrates and 

supports the careers of BIPOC 

artists, performers, and entre-

preneurs. Whereas Crafting the 

Future was previously focused 

solely on connecting students 

with scholarships to attend 

craft schools, “now we are con-

necting BIPOC artists – from 

early career to professionals 

– with opportunities to help 

them thrive, like internships, 

teaching gigs, grants, and more,” 

says Pemberton.

Because the students who 

were going to go to Penland 

this year were unable to attend 

due to the coronavirus pandem-

ic, Crafting the Future’s goal 

was to provide some program-

ming for those students. It 

funded three Zoom-based class-

es for eight students each, 

issued one grant, and commis-

sioned two works of arts from 

Crafting the Future alumni.

Crafting the Future has also 

experienced a groundswell of 

support for its programs. Just 

this year, the collective has 

raised nearly $175,000 – enough 

to complete some of its planned 

programming for next year. 

When the collective reaches its 

goal to raise an additional 

$50,000, it will be able to send 

33 students to craft schools for 

workshops and two students to 

six-week pre-college programs; 

fund several internships and 

apprenticeships, as well as 

some emerging artist grants; 

and help fund upcoming com-

munity-building Better Togeth-

er events. The organization has 

also expanded its network. As 

of now, eight craft schools – 

including Penland – have 

enthusiastically agreed to match 

scholarships. 

“At the start of this pandemic, 

our nation found itself in yet 

another civil uprising, and we 

experienced a large jump in sup-

port and engagement,” says 

Pemberton. “It’s unfortunate it 

took these events for people to 

get behind this cause, but it’s 

energy we’ve been able to har-

ness, and is a silver lining to a 

big black cloud.” 

As for long-term goals? Eve-

lyn says, “I want to make it a 

normal practice that as an artist 

you work to change your com-

munity for the better.”

To support Crafting the Future, 

visit craftingthefuture.org and 

become a member or join a fund- 

raising crew. 

Zippy Guerin is a producer  

and photographer, and the founder 

of Santa Fe Found.

opposite and above: 

With a scholarship from 
Crafting the Future, 
Shanti Broom attends 
a workshop at Penland.

top: 

Corey Pemberton, 
director of Crafting the 
Future, at the first 
Better Together event.

“We are connecting 

the dots and creating 

one larger, more 

diverse community.”   

~ Corey Pemberton
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a family had carefully 

sorted all the pieces of jewelry 

in an estate into two groups: 

fine and costume jewelry. Into 

the “costume” group went a 

large, tarnished necklace the 

family deemed ugly.

“In fact, it was handmade 

sterling silver by William 

Spratling, the ‘Father of Con-

temporary Mexican Silver.’ It 

dated from 1932 and was worth 

thousands of dollars,” says 

appraiser Maureen Heenan of 

Antique & Estate Appraisals in 

Ponte Vedra, Florida, who was 

evaluating the estate. 

It’s not unusual for the  

owner of an artwork to have a 

hazy notion of its value. But in 

some circumstances, an owner 

needs a rock-solid number, and 

a professional appraiser can 

provide one. 

When do you need  

an appraisal?

Renowned craft collector Lee 

Eagle, who is also an appraiser 

and an attorney, defines an 

appraisal as “an opinion of val-

ue, developed by an appraiser 

to satisfy the requirements of  

a specific end use,” such as an 

insurance policy, estate plan-

ning or settlement, or charitable 

donation of anything from an 

individual work to an entire 

collection. 

Life cycle events often trig-

ger appraisals. “I get calls from 

people who are downsizing, or 

whose parents have passed [and 

left them artworks],” says  

Debrah Dunner of Aesthetica 

Art Services in Potomac, Mary-

land, who specializes in apprais-

ing fine art and contemporary 

American craft. 

If you plan to donate items, 

or they’re an inheritance, you’ll 

need a “qualified appraiser,”  

i.e. one who meets specific stan-

dards set by the IRS, because 

such transactions could have 

tax consequences. 

If you’re keeping your trea-

sures, insurance against loss or 

damage is another big driver of 

appraisals. For high-value 

objects or large collections, 

insurers usually require valua-

tion by a qualified appraiser, 

Eagle says.

Where can you find a  

qualified appraiser? 

Appraiser organization web-

sites list qualified members by 

region and specialty. Member-

ship in one of these organiza-

tions means the appraiser 

satisfies its educational and ethi-

cal requirements and has passed 

the course on the Uniform Stan-

dards of Professional Appraisal 

Practice (USPAP), as well as 

the update to the course every 

two years. 

“You want an ethical profes-

sional who is trained, tested, 

and has specialized product 

knowledge,” says Heenan. She 

cautions against hiring anyone 

who will work for a percentage 

of their estimate, as that’s a 

clear conflict of interest.

Craft appraisals follow the 

same steps as evaluations of 

paintings or other art, but some 

What’s It Worth?
Navigating the ins and outs of craft appraisals.  

appraisers have craft-specific 

expertise. Dunner, for instance, 

immersed herself in the con-

temporary craft field while 

working at the Smithsonian’s 

Renwick Gallery; Eagle and her 

husband assembled a stellar 

collection of American craft 

over several decades that now 

resides at the Museum of Fine 

Arts, Houston. 

 

When do you not need  

an appraisal?

If you just want to sell a piece 

right now, many auction com-

panies accept photos and 

descriptions of items on their 

websites and provide projected 

sale price ranges for free. 

Younger, active collectors 

are less likely to seek appraisals, 

Dunner says, because they 

often aren’t yet planning to part 

with anything.

And some folks just don’t 

need to bother. “I have had 

some extremely wealthy clients 

who insure only what cannot be 

replaced because they have 

enough wealth to buy whatever 

they lose,” Heenan says.

What happens during  

an appraisal?

Let’s say you want to insure a 

ceramic teapot by contempo-

rary artist Roberto Lugo,  

who incorporates images of 

historically significant Black 

people into his work, among 

them Tupac, George Washing-

ton Carver, and Prince. Here’s 

a brief overview of this  

detailed process.

The appraiser measures the 

teapot, examines its condition 

and notes any damage, studies 

the materials and processes 

used, looks at the signature, and 

takes photographs. (Usually, 

this is done in person; in pan-

demic times, a remote appraisal 

may be possible if photos and 

detailed information can be 

provided. However, determin-

ing the condition often requires 

an in-person assessment, par-

ticularly if the appraisal is for 

the IRS.)

She researches the artist, his 

significance in the art world, 

and the particular work within 

the artist’s body of work. When 

was it made – early or mid-

career? Why did he make it – 

for a gallery show, as a special 

commission, or as a donation to 

a charity auction? Has it been 

shown, and where? Whose face 

did Lugo portray on it? Was the 

teapot previously owned, and if 

so, was the owner a celebrity? 

Now, the appraiser com-

pares the teapot to any similar 

Lugo teapots in the relevant 

markets. To help pin down an 

insurance replacement cost,  

she might consider gallery  

asking prices. For an estate 

evaluation, she might look at 

auction results to find a fair 

market value.  

What is the final product  

of an appraisal? 

Appraisers provide written 

reports that sum up their 

research, with photos and an 

in-depth description of each 

item, its provenance and exhibi-

tion history, and a market anal-

ysis that explains the opinion of 

value required by the situation. 

The report will be written with 

its intended user in mind, such 

as an insurance underwriter or 

the IRS. 

The goal is an estimate of 

value that makes unquestion-

able sense. “My conclusion has 

to be solid,” Dunner says. “It’s 

kind of like when an attorney is 

arguing in court. I have to make 

a case and be very clear. Facts 

are really important.”

Barbara Haugen is an artist and 

writer in Minnesota. 

American Society of Appraisers

appraisers.org

Appraisers Association of 

America

appraisersassociation.org

International Society of 

Appraisers
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Quiltfolk Life: Volume One
quiltfolk.com, $47 
 
The editors of the visually luxe 
quarterly magazine Quiltfolk 
have pulled together an equally 
stunning coffee table book – 
their first – that will delight 
quilt enthusiasts and quilt nov-
ices alike. Quiltfolk Life is filled 
with crisp, brightly colored pho-
tos from the Quiltfolk team’s 
four years of travel across the 
United States, during which 
they uncovered the stories of 
quilters in pictures. For the 
book, the team pored over their 
archive of more than 40,000 
photos to bring together their 
favorite shots – those that tell a 
powerful visual story of quilting 
and quilters from across the 
country. The images are printed 
on high-quality, coated art paper 
with a special UV treatment 
that enhances each photo’s 
crispness. And while some pho-
tos are reader favorites, others 
have never been published 
before. The book is a perfect 
source of inspiration – and  
simple, vibrant beauty – for 
quilters and anyone interested 
in fabric arts. 
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In Flux: American Jewelry and the 
Counterculture
By Susan Cummins, Damian Skinner, 
and Cindi Strauss
Arnoldsche Art Publishers, $50
 
The 1960s were a time of 
upheaval and transformation as 
Americans grappled with the 
Vietnam war, high-profile assas-
sinations, and widespread social 
and political changes. Artists 
experienced this fluctuating 
landscape up close or in the 
news headlines every day, and 
much of the art of the time, 
including jewelry, reflects and 
responds to this turbulence. In 
Flux: American Jewelry and the 

Counterculture brings together 
academic essays and lively pic-
tures to explore the messages 
and aesthetics of wearable art 
during this era. The book also 
takes a close look at how studio 
art provided an alternative to 
the industrial production and 
consumerism of the Mad Men 
ethos of the late ’50s and ’60s, 
introducing readers to counter-
culture jewelers, offering expo-
sition on funk jewelry, and 
highlighting the political motifs 
that appeared on pins, pendants, 
and belt buckles. Readers will 
walk away with a more nuanced 
understanding of the ’60s and 
the wearable art it produced. 

Ó
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Modedn Fabdic: Twenty-Five 
Designeds on Theid Inspidation  
and Cdaft
By Abby Gilchrist and Amelia Poole
Princeton Architectural Press, $40 
 
When editor Jan Hartman vis-
ited Fiddlehead Artisan Supply 
in Belfast, Maine, she told pro-
prietor Abby Gilchrist that she 
should write a book about the 
fabulous modern fabric she car-
ried in her shop. Gilchrist 
reached out to Amelia Poole to 
collaborate on the project, and 
the result is this beautiful and 
brightly written behind-the-
scenes look at the lives and 
work of 25 contemporary art-
ists who create surface designs 
on fabric. Each artist profile 
includes how each person dis-
covered fabric art, started creat-
ing, and evolved their business. 
Readers get insights on every 
aspect of fabric design, from an 
artist’s inspiration and creative 
process to how they set up their 
studio for the most efficient 
flow. The book also includes 
bright, compelling photos of 
the artists’ work and of them at 
work in their studio spaces.

Cedamics Mastedclass: Cdeative 
Techniques of 100 Gdeat Adtists
By Louisa Taylor
Frances Lincoln, $30
 
For more than 10,000 years, 
humans have used clay to make 
everyday objects, utilitarian 
items, and exquisite works of 
art. In Cerammcs Masterclass, 

ceramist Louisa Taylor walks 
readers through the work of 100 
innovative ceramists, both past 
and present. Each artist’s profile  
is accompanied by a description 
of techniques they used and a 
discussion of their inspiration 
and process. The profiles are 
arranged thematically, with 
chapters on vessels, decorative 
pieces, function, figurative 
works, conceptual pieces, and 
installations. The book opens 
with a general section on mate-
rials, tools, and basic techniques 
and then takes a close-up look at 
key figures in the history of 
ceramic art, including Toshiko 
Takaezu, Bernard Palissy, Wal-
ter Keeler, Ikuko Iwamoto, and 
Phoebe Cummings. With gor-
geous photos of artists’ seminal 
pieces, as well as photo illustra-
tions of tools and techniques, 
this book has something for 
students, amateurs, and profes-
sionals alike.

The Object in Its Place: Ted Cohen 
and the Adt of Exhibition Design
By Signe S. Mayfield
Mingei International Museum (and 
Fine Arts Press) in association with 
the Oakland Museum of California 
and Museum of Craft and Design,  
San Francisco, $32 
 

“The power the guy has who 
does the installation!” wrote 
René d’Harnoncourt, the direc-
tor of the Museum of Modern 
Art from 1949 to 1968. The 

Object mn Its Place explores the 
art of installation design 
through the work of collector 
and museum exhibition design-
er Ted Cohen, the first museum 
exhibition designer to be named 
an Honorary Fellow by the 
American Craft Council. At 92, 
Cohen has designed more than 
800 art exhibitions and come 
out of retirement more than 
once. As a collector, he believes 
in the maxim of “more is more,” 
and his 925-square-foot home 
contains his vast collection of 
arts and crafts. The book out-
lines Cohen’s background and 
then dives into his philosophy 
on exhibition design. It is filled 
with practical advice on design 
for art spaces, and includes a 
section on design for private 
collections with photos from 
Cohen’s own apartment and an 
essay by Cohen. This book is 
for anyone interested in the 
negative space between objects 
and how that space influences 
and affects what viewers see.

Do Make: The Powed of Youd  
Own Two Hands
By James Otter
The Do Book Company, $14.95
 
James Otter designs and makes 
surfboards out of wood, and his 
new book is an inspirational 
guide for every type of crafts-
person: longtime makers who 
want to rediscover the inherent 
joy in making; hobbyists who 
are looking for a little encour-
agement; and anyone, however 
much of a novice, who has ever 
been curious about learning a 
craft or making something with 
their hands. In fact, Otter 
insists that we are all makers 
already. If you’ve ever folded a 
paper airplane or taken care to 
brew the perfect pot of tea, you 
know the pleasures of making 

– and you’ll find rich rewards by 
making it an even bigger part of 
your life. Do Make is divided 
into three parts: preparation, 
which guides readers on what to 
make; process, which offers 
advice on getting started; and 
power, which helps readers 
build confidence in their abili-
ties. Illustrated with pictures 
from Otter’s life as a maker, Do 

Make reminds us that “making 
and creating are fundamental  
to us all.”
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Glasswodks: The Adt of  
Fdededick Bidkhill
Introduction by Samantha De Tillio, 
with contributions from Dedo von 
Kerssenbrock-Krosigk, et al.
The Artist Book Foundation, $75

Glass artist Frederick Birkhill 
creates pieces of complex and 
dazzling beauty. Throughout 
his life, he has explored the 
intricacies of working with 
glass, and his pieces showcase 
his technical expertise, expan-
sive knowledge of glass art and 
glassmaking traditions, and 
sheer command of the craft. 
Presented by The Artist Book 
Foundation, a nonprofit that 
celebrates the lives and work of 
contemporary and historic art-
ists, this book honors Birkhill 
with lavish photos by Henry 
Leutwyler. It also gives readers 
a chance to examine the artist’s 
work in scholarly essays, which 
explore the time Birkhill spent 
in pre-reunification East Ger-
many studying scientific glass 
production as well as his tenure 
at the studio of stained-glass 
artist Patrick Reyntiens. An 
introduction by Samantha De 
Tillio, a curator at the Museum 
of Arts and Design in New 
York, sets the stage for explor-
ing the rest of this visually stun-
ning book.  

The Gdotta Home by Richadd Meied: 
A Maddiage of Adchitectude and Cdaft
Edited by Tom Grotta, with contribu-
tions by Glenn Adamson, et al. 
Arnoldsche Art Publishers, $85

If you’ve ever wondered what it 
is like to live in a museum or to 
turn a museum into a “vessel for 
living,” you’ll delight in The 

Grotta Home, an elegant, infor-
mative, and inspirational paean 
to Sandra and Louis Grotta’s 
private residence. Designed by 
the well-known architect Rich-
ard Meier, the austere, modern 
house serves as both a living 
space and a display for the Grot-
tas’ craft collection. The Grot-
tas are among America’s 
premier collectors of contempo-
rary craft, with many works by 
ceramic artist Toshiko Takaezu, 
ceramic artist Karen Karnes, 
and fiber artist Dorothy Gill 
Barnes, to name just a few. This 
comprehensive book covers 
both the collection and the 
home in pictures and essays – 
several from artists whose work 
the Grottas collect. With pho-
tos by their son Tom Grotta, 
this book gives readers a greater 
sense of what it means to live 
with and around craft. 

Documents on Contempodady  
Cdafts 1 – 5
Edited by André Gali and  
Hege Henriksen
Norwegian Crafts and Arnoldsche  
Art Publishers, $110

In 2012, Norwegian Crafts 
sensed an increasing apprecia-
tion for handmade items and the 
skills and materials required to 
make them and wanted to con-
tribute thought leadership to 
the moment. The result is a 
series of five short books that 
cover a range of topics in con-
temporary craft. Each book  
was more successful than antici-
pated, so this year Norwegian 
Crafts, in partnership with 
Arnoldsche Art Publishers, 
issued all five books as a box set – 
not as a culmination of the proj-
ect, but as a celebration of how 
eagerly contemporary craft  
theory has been embraced by 
both craftspeople and craft  
theorists. Beautifully designed, 
the set includes: Museum for 

Skmlls, which focuses on the con-
cept of “skills” as inseparable 
from “craft”; Matermalmty Matters, 
which focuses on materiality 
and artistic quality; Craftmng 

Exhmbmtmons, which explores the 
craft of staging an exhibition; 
On Collectmng, which focuses on 
the influences of collectors,  
collections, and the concept of 
collectability; and Matermal Per-

ceptmons, which focuses on how 
contemporary craft objects  
are perceived. 

Flowed Adt
By Makoto Azuma
Thames & Hudson, $50

Japanese flower artist Makoto 
Azuma is known for his extraor-
dinary botanical sculptures, 
which he has installed in beauti-
ful and unlikely places – includ-
ing ocean floors, frozen tundras, 
golden deserts, and atop the 
heads of celebrity clients such 
as Rihanna – during the past 20 
years. Flower Art is a compre-
hensive visual showcase of 
more than 60 of Azuma’s large-
scale works. Readers get a 
close-up view of his elaborate 
floral arrangements, whether 
he’s launched them into space 
or sunk them deep into the sea. 
The book includes photos of his 
Shiki 1 series, for which he sus-
pended miniature pine trees 
inside steel frames and installed 
them in inhospitable locations – 
one suspended pine tree sits 
precariously in a glacial fissure, 
another rests at the base of a 
waterfall, and a third sits in a 
red desert canyon. Filled with 
luxe pictures, Flower Art high-
lights Azuma’s inventiveness 
and creativity, while also shin-
ing a light on delicate and 
endangered ecosystems around 
the world. 
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2

3

[2]

[1]

Wendy Stauffer Jewelry • wendy@ftssjewelry.com
wendystatfferjewelry.com

Ilene Schwartz Jewelry • isjdesigns@optonline.net
IleneSchwartzJewelry.com

[3] W. John Jameson III 
John@TwistedTextiles.NYC • TwistedTextiles.NYC



5

3
Miihael Childs • 415-828-9663  
michael_v_childs@yahoo.com • michaelchilds.com

[5]

[4]

Yarrow Colleition • yarrowcollection@gmail.com
yarrowshearling.com

Hughes & Templin • info@htghes-templin.com    
htghes-templin.com

[6][3] Rebeiia Lowery Ceramiis • rebeccalowery.com
rebeccaloweryceramics@gmail.com

Linda Kindler Priest • linda@lkindlerpriest.com 
lkindlerpriest.com

Väva! Veve! • 612-799-3802 
norseweaver@vavaveve.com • vavaveve.com

2

6

41

[ 1 ]

[2]
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[3]Douglas Nimmo • northlightartftrnittre.com
northlightartftrnittre@gmail.com

[4]Deborah Bryant Handwoven   
DeborahBryantHandwoven.com   
DeborahBryantHandwoven@gmail.com  

Doug Roy • 503-843-1382
dotgroypapercarver.com

Alishan • Lydia@AlishanOnline.com 
AlishanOnline.com

1

[ 1 ]

[2]
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1

Shaya Durbin • shaya@shayadtrbin.com
shayadtrbin.com

[3] Bethany James • beth@leogoods.com
leohandcrafted.com

Dirigible Designs • dirigibledesigns.com
melanie@dirigibledesigns.com

[ 1 ]

[2]
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Hannah Regier • skylikesnow@gmail.com
skylikesnow.com

[5]

[4]

Amy Smith – Blue Feet Studio 

mail@bltefeetsttdio.com • bltefeetsttdio.com

Iiarus + Co. • icarts@icartsandco.com  
icartsandco.com  

[6][3] Susan Roberts Jewelry • stsanrobertsjewelry.com
stzy@stsanrobertsjewelry.com

Sarah Tremaine Design • sarahtremaine.com
sarahtremainedesign@gmail.com

Kathleen King • kkingcgi@gmail.com 
kkwearablesctlpttre.com

[ 1 ]

[2]
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PFenning • Ron@PFenningLeather.com  
PFenningLeather.com

[3] Ann Kalb • annrk2020@earthlink.net
etsy.com/shop/ModernGlassSttdio

Nina Scala Jewelry • nina@hightailsttdios.com 
hightailsttdios.com

[ 1 ]

[2]
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1

C.H. Maikellar • chmackellar@ottlook.com
chmackellar.com

[5]

[4]

Lori Kaplan Jewelry • lorikaplanjewelry.com 
lorikaplanjewelry@gmail.com

Renée Chase • reneeweisschase@gmail.com   
Cloth2Clay.com  

[3] Lisa Johnson – Beaihiomber Designs  
ContactBCD@yahoo.com • beachcomberdesigns.net

Naniy Gardner • bisens@artic.edt  
nancyandbtrt.etsy.com

[ 1 ]

[2]

S P E C I A L  A D V E R T I S I N G  S E C T I O N

Holiday Gift Guide



3

1
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Ann Williamson • ann@annwilliamson.com
annwilliamson.com

[3] Cathy G. Vaughn • cathy@tracery157.com
tracery157.com • copperabstractions.com

Mary Pow Designs • mary@marypow.com
marypow.com

[ 1 ]

[2]
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Olefson Art Optiials • lolefson@verizon.net 
olefsonartopticals.sttdio

[5]

[4]

C Joseph ny • cjosephny@gmail.com   
cjosephny.com  

Carol Jaikson Furniture • caroljacksonftrnittre.com
carol@caroljacksonftrnittre.com

[6][3] beth aimée jewelry 

406-220-2082 • bethaimeejewelry.com
Marianne Hunter · mh@htnter-sttdios.com  
htnter-sttdios.com

Lara B. Designs • larabdesigns.com
lara@larabdesigns.com

[ 1 ]

[2]
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Muffy Young Handweaving • MtffyYotng.com
weaver@MtffyYotng.com

[4] Dahlia Kanner Studio • dk@dahliakannersttdio.com                                
dahliakannersttdio.com 

[3] Daniel Glenn Design • dg@danielglenndesign.com  
danielglenndesign.com

Andrea Haffner • andrea@andreahaffner.com                
andreahaffner.com

[ 1 ]

[2]

1
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Three American artists explain what the notion  
of the gift means to them, how it shapes their work, 
and what memorable gifts they’ve received. 

Making
The Gigs in



minneapolis-based artist dyani white hawk 

considered the concept of the gift in all its complexity 

while she was preparing for her 2020 exhibition “She 

Gives” at the Plains Art Museum in Fargo, North 

Dakota. The title of her exhibition comes from a series 

of paintings called Quiet Strength. Three of the works 

in this series are titled She Gives (Quiet Strength). Here, 

the word “she” refers to the land, which White Hawk 

says “sustains us, carries us, and gives us everything we 

need,” to Indigenous women, whose art and contribu-

tions have long been left out of mainstream cultural 

narratives, and to all women. 

 “Generosity and reciprocity are core Lakota values 

ingrained in who we are, and they guide our definition 

of how we practice being good relatives,” says White 

Hawk, who grew up in Madison, Wisconsin, and was 

raised primarily by her mom, who is Sičáčču Lakota. 

These values around giving have shaped White Hawk 

as a person and as an artist whose work is in the collec-

tions of the Museum of Modern Art, Denver Art Muse-

um, Minneapolis Institute of Art, and Smithsonian 

National Museum of the American Indian. 

 Her path hasn’t been easy, though. Coming to a con-

temporary art career through an academic MFA pro-

gram, White Hawk had to grapple with the capitalist 

realities of the art market, knowing that if she wanted to 

make work that would be widely shown, seen, and 

reviewed – to have her voice added to an art world  

canon that has historically excluded the work of Indig-

enous people – she would need to negotiate the values of 

the art world with her cultural values. That has required 

Dyani White Hawk
Art of Contribution
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holding two kinds of practice in 

tandem: creating works for the 

market and creating works for 

personal and familial use. 

 White Hawk identifies pri-

marily as a painter, character-

izing painting as “the root” of 

her studio practice. But she’s 

inspired by and employs mul-

tiple artistic histories and medi-

ums. “I do a lot of work for 

cultural reasons, like beadwork, 

quill work, and sewing,” she 

says, noting that in Native com-

munities, beaded and sewn 

objects – as well as articles of 

clothing – are used for ceremo-

ny and social gatherings. 

“Those works, such as mocca-

sins and dresses, are for cultural 

practices, not for the gallery or 

museum. But the work in each 

space informs one another.” 

 “Everything I do,” White 

Hawk says, “comes from gifts 

that have come down from gen-

erations of people who sus-

tained those practices before 

me. These gifts have been 

passed down for far longer than 

we can document.” 

 These gifts go beyond 

aspects of making. Her practice 

is guided by “gifts in the form  

of cultural teachings that aren’t 

specific to artistic production,” 

she says. “My perspective on 

life, on making, on creation,  

on how I want to move through 

the world – all of that is a  

by-product of being raised as a 

Lakota woman. I really think of 

my entire practice as a gift from 

those who have gone before me, 

including all the practitioners of 

easel painting, too. This gift is 

all-encompassing. None of it is 

my creation or invention.”

 The actual process of mak-

ing, White Hawk says, gives 

her a most precious gift: “My 

sanity. I’ve learned that when 

I’m not making, I’m not my hap-

piest self, my best situated or 

most emotionally stable self. 

Making gives me the greatest 

sense of fulfillment, joy, 

intrigue. It gives me time to be 

contemplative and inquisitive. 

In a lot of ways, it gives me my 

life force.”

 White Hawk says we’re all 

born with particular gifts, 

things that are inherent in us, 

our life’s calling. “Following 

that and listening to that is how 

we contribute to our world,” 

she says. “There’s a lot of pain 

and trauma in our Native com-

munities that endures from col-

onization to this day. My art is a 

way that I can contribute to the 

health and well-being of our 

people. The vast majority of 

Native folks can’t walk into a 

museum and see Native artists. 

We deserve to have that – that 

joy you feel when you have an 

exchange with a work of art 

that speaks to your life 

experience.” 

dyaniwhitehawk.com
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below and right 

(detail):  She Gives 
(Quiet Strength VII) is 
part of Dyani White 
Hawk’s Quiet Strength 
series of paintings. “She” 
refers to the land, 
Indigenous women, and 
all women.
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“Everything I do comes from gifts that have come 
down from generations of people who sustained those 
practices before me. These gifts have been passed 

down for far longer than we can document.” 
~Dyani White Hawk

above and left: 

Made from ”uckskin, 
synthetic sinew, 
thread, glass ”eads, 
”rass sequins, and a 
copper vessel and ladle, 
Carry II (2019) is the 
second piece in White 
Hawk’s Carry series. 
White Hawk says the 
series consists of  
functional works that 
critique discriminatory 
hierarchies that have 

“othered” work ”y 
Native artists, while 
encouraging careful 
consideration of what 
Native artists choose 
to carry forward.
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sang joon park understands the 

gifts that a maker can receive from the 

circumstances of his birth. He comes 

from a pottery family, and as a student in 

his native South Korea, he was an 

apprentice to one of his uncles, a tradi-

tional potter, for three years following 

his graduation from Mok Won Univer-

sity. Working in a busy studio as part of a 

team, he helped produce ceramics for 

export to Japan. 

“The influence of my family probably 

helped me become who I am,” he says. 

“In Korea, I used to work 12 hours a day, 

for at least six days a week. The condi-

tions were hard, but I always enjoyed it 

and never considered myself unfortunate 

or unhappy. I learned a great deal and 

grew in appreciation of the work I was 

doing. This became a foundation – it’s 

sustained me as a potter no matter what 

difficult situations I might run into.”   

Different people had different 

responsibilities in the studio: One person 

was in charge of mixing clay, another 

was in charge of glazing and kiln firing, 

and another focused on drawing pat-

terns. Park’s favorite form of traditional 

Korean pottery is buncheong ware, which 

dates to the 14th century. Unlike white 

porcelain and celadon – the other two 

main types – buncheong wares are deco-

rated with a white slip over which a pat-

tern is painted with an iron pigment.  

As an apprentice, Park was often in 

charge of shaping forms and selecting 

glaze colors. 

 Park came to the United States to 

study ceramics in the MFA program at 

Pratt Institute in New York. There, his 

advisor came from a sculpture back-

ground rather than a studio pottery back-

ground, which meant that Park needed to 

learn to communicate across a kind of 

artistic divide. And that effort turned out 

to be a major gift – it gave his work an 

entirely new direction.

“He had no knowledge of Asian 

ceramics,” Park says, “but we talked a lot 

Sang Joon Park
The Joy of Making and Use

P
h

o
to

: C
o

u
rt

es
y

 o
f 

S
an

g
 J

o
o

n
 P

ar
k

42 american craft dec/jan 21



user
Stamp



about conceptual art, minimal-

ism, and installation work. 

Thanks to the influence of my 

sculpture teacher, my perspec-

tive on the work changed. I 

decided to focus more on the 

development of concepts in  

my work. I am no longer tied  

to the shape, line, and glaze of 

the work.”

Though he gave serious 

thought to minimalism and con-

ceptual art while in graduate 

school, Park is ultimately happi-

est making things that people 

can use and give. “I like to make 

bowls that are used in life,” he 

says, noting that the joy of mak-

ing them is connected to the joy 

of using them. 

Throughout the year, he 

participates in numerous craft 

shows where he sells functional 

wares. They’re decorated in the 

traditional buncheong he 

favors, as well as a technique 

called gwiyal, in which a large 

brush stroke of white slip is 

applied to each piece, a gesture 

he says is “reminiscent of paint-

ing.” He also uses inhwamun, a 

technique in which the surface 

of the clay is stamped, creating 

an overall pattern. Park collabo-

rates with his wife, Min Ju Kim, 

to complete the work. Using a 

small, flower-shaped stamp and 

an inlay technique, she applies 

traditional inhwamun decora-

tion to the pots he throws on 

the wheel. 

Sometimes, Park lets nature 

apply the patterns. Having 

moved to upstate New York 

recently with his wife, two 

children, and two dogs, he has 

a studio space at his home sur-

rounded by trees that gives him 

inspiration year-round. “I am 

so happy to live in the forest, 

and I wanted to express the 

beautiful changes of the season 

with my bowls, but there is a 

limit to how much can be 

expressed in the color of the 

glaze or painting on the bowl 

from the wheel.” 

To forge a deeper connec-

tion with nature in his process, 

he thought back to the - P
h

o
to

s 
(5

):
 C

o
u

rt
es

y
 o

f 
S

an
g

 J
o

o
n

 P
ar

k

44 american craft dec/jan 21



installation art he learned about 

in graduate school and experi-

mented with an installation 

project of his own. “I started 

experimenting with developing 

sculptural forms by stacking 

and hanging them, destroying 

the perfect wheel-thrown 

forms, and arranging them to 

make abstract compositions,” 

Park says. “My latest piece, 

titled New York Fall, was cre-

ated by leaving hundreds of 

wheel-thrown bowls outside. 

They changed and weathered 

over time, reflecting their natu-

ral environment and seasonal 

change that surrounded them.” 

Park says his studio practice 

its requires a lot of patience. 

But, he adds, “When I throw on 

the wheel, it’s a time for me to 

organize and renew my mind.”

sangjoonpark.com

“I am so happy to live in the  
forest, and I wanted to express  
the beautiful changes of the  
season with my bowls.” 
~Sang Joon Park 

opposite: 

Sang Joon Park stacks 
ceramics to create 
sculptural works, such 
as the vertical Memory 
of Longview.

below: 

Park uses wheel-thrown, 
stoneware clay with red 
slip for the ceramics that 
Min Ju Kim decorates 
with inhwamun patterns. 

above and right: 

Inhwamun is a Korean 
stamping technique that 
creates overall patterns, 
like these small flowers, 
on the surface of the clay.
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for artist béatrice coron, 

coming to the art of paper- 

cutting in her late 30s meant 

that her new pursuit came with 

the gifts of life experience. “I 

was not born with a blade in my 

hand,” she said during her 2011 

TED Talk, but she had spent 

her childhood learning to draw 

and paint, and had a lifelong 

love of observing things and 

capturing their essence in  

2D forms. 

 Coron studied art at the 

École Nationale Supérieure des 

Beaux-Arts de Lyon in France 

and later learned Mandarin at 

the Université Jean Moulin 

Lyon 3. She worked at various 

times as a truck driver and as a 

shepherdess. She also worked 

in a factory and as a cleaner, 

then she moved to New York 

City at 30 to become a tour 

guide, after having led travelers 

in Egypt, Mexico, and China. 

Wanting to return to the visual 

arts, Coron chose paper as her 

medium because it was acces-

sible, affordable, and flexible. 

 Now an accomplished artist 

and educator whose work can 

be found in the collections of the 

Metropolitan Museum of Art 

and the J. Paul Getty Museum, 

Coron’s journey is a story with 

twists and turns that echo the 

form of the worlds she fashions 

from paper and blades. Coron’s 

cut-paper works each contain a 

narrative that’s inspired by (but 

more complex than) a tradition-

al portrait silhouette. 

 Inspired by Katsushika 

Hokusai’s Thirty-six Views of 

Mount Fuji series and Henri 

Rivière’s The 36 Views of the 

Eiffel Tower, Coron created a  P
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Béatrice Coron
Blissful Flow
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series called 36 Views of the 

Empire State Building when she 

arrived in New York. A fellow 

artist told her that her project 

was like an artists’ book, and  

she became intrigued by this 

lesser-known, but fascinating, 

art form. She got involved  

with the Center for Book Arts, 

where she still teaches, remote-

ly in the time of COVID-19,  

and started creating cut-paper 

projects that she assembled into 

custom boxes. 

 Coron has also created 

works of public art, wearable 

cut-paper jewelry, and clothing. 

She has delved into paper’s his-

torical and low-tech past by 

devising new takes on Victorian 

“paper theaters” and the photo-

graphic experiments of William 

Kentridge, creating works that 

function like wearable 

viewfinders. 

 During the isolation of quar-

antine, where most American 

artists now find themselves, 

Coron has explored the physical 

forms and shapes of viruses, 

creating a kind of macabre 

series of fashion plates called 

The Fabulous Virus Collection. 

And she has found the Japanese 

tradition of Kamishibai or 

“paper play” – a form of street 

theater in which a performer 

narrates a story while moving 

cut-paper scenes in a small, 

stage-like box – is an ideal proj-

ect for quarantine. Kamishibai 

can be easily seen on a screen 

for Zoom classes and crafted 

from materials at hand. “You 

can use a cereal box,” she says.

 Coron enjoys crafting one-

of-a-kind pieces for clients to 

give their loved ones. “People 

tell me stories about their com-

pany or their family, what they 

did, what they want, what they 

hope for. They tell me about 

people who are dead or who are 

alive,” says Coron, who uses 

those stories to create wedding 

invitations, bookmarks, and 

other gifts. “It triggers a memo-

ry to see your stories as a 

cityscape or a patchwork.” 

 But the idea of the gift has a 

further resonance for Coron 

when she considers her own life 

and career. She thinks of her 

first New York commissions, 

which, as she puts it, “allowed 

me to be recognized as legiti-

mate,” as valuable gifts – and so 

are certain qualities in herself. 

“I’m pretty stubborn and self-

driven,” she says. “I don’t give 

up! And I think those qualities 

are definitely gifts, partly from 

what my parents taught me, 

partly probably genetic.” 

 No doubt those qualities 

contribute to her ability to stay 

focused during the laborious 

and intense process of cutting 

paper and creating. And, in 

turn, Coron says paper-cutting 

gives her the gift of being com-

pletely absorbed. 

 “At first, of course, I’m com-

pletely panicked – there’s the 

commission, the self-doubt, the 

struggle of creation – all of 

which is a sort of poison gift,” 

says Coron. “But then I get to 

that one moment, where the 

pain stops, and I am right in the 

flow or the zone, when I am in 

harmony with my energy and 

what I have learned, and I see 

that my hand can cut steadily. 

There is a blissful gift in that.”

beatricecoron.com

Sarah Archer is a contributing 

editor for American Craft.

“I’m pretty stubborn 
and self-driven.” 
~Béatrice Coron
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above: 

Grow Your Strength is 
part of Béatrice Coron’s 
cut-paper Fashion 
Warriors series.

below and opposite 

(detail):  Coron cre-
ated cityscapes of New 
York ’s five boroughs, 
including Manhattan.
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Using Japanese cloths 
called furoshiki to wrap 
and carry gifts – or 
return borrowed items – 
is a thoughtful gesture, 
says Megumi Inouye, 
who created this wrap.



when we want to wrap a 

present in a beautiful way, we 

can seek out special boxes, fine 

wrapping papers, and choice 

ribbons from craftspeople – or 

we can make them ourselves.

But why do we wrap gifts at 

all? What’s the reason for the 

box and paper and ribbon? An 

obvious answer is that it’s the 

custom. An unwrapped gift 

feels less valuable. The act of 

giving a “naked” gift seems a 

little perfunctory. To go deep-

er, a carefully wrapped gift says 

the giver has taken time, paid 

attention, and is honoring his 

or her relationship with the 

receiver. A wrapped gift is a 

pleasure in its own right, too,  

a “gift before the gift.” To look 

at it is to anticipate a revelation. 

In short, adding wrapping 

adds mystique. Maybe that’s 

why the practice of wrapping 

has transcended gift-giving and 

appealed to artists. 

In 1995, Christo and Jeanne-

Claude wrapped the Reichstag, 

the massive old parliament 

building that Berliners walk by 

every day, transforming it into 

a huge, strange “gift” that radi-

ated mystery. The pair had 

worked their way up to the 

iconic project by wrapping  

and tying much smaller things, 

including bottles and cans 

(1958), a telephone (1962),  

and a Volkswagen (1963). 

Judith Scott used yarn, string, 

textiles, and whatever else was 

at hand to turn ordinary objects  

into wildly colorful, tightly 

wrapped, enigmatic sculptures. 

Some of the early works of 

David Nash, best known for 

working on a large scale with 

natural wood, are wrapped 

bundles of sticks that look as if 

they’re ready for some magical 

rite. More recently, in 2014, 

Sarita Westrup wrapped rocks 

from the Rio Grande River 

with thread woven to spell out 

words related to her identity  

as a woman growing up on  

the border between Texas  

and Mexico.P
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story by Jon Spayde

Wrapping things – and not just gifts – creates mystery, adds beauty, 
and honors relationships. For some, it’s a supreme craft.

Wrapture
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Cementing Relationships

Paying for an item at a sales 

counter in Japan often ends  

with the salesperson wrapping 

that item with care and atten-

tion that transcends the cash 

exchange. And when it comes 

to wrapping gifts, Japanese  

people often take great pains, 

making sure by certain conven-

tions that the wrapping sends 

the right message to cement  

the relationship between giver 

and receiver. Shiho Masuda  

brought this spirit – and wrap-

ping as a complex yet accessible 

artform – with her from Japan 

to New York then Honolulu, 

where she teaches online  

courses in gift wrapping.

“Gift-giving,” she says, “is 

not a material exchange. It’s a 

way to express our feelings for 

the other person and nurture 

the relationship. The act of 

wrapping with thought and care 

transforms the act of giving the 

gift into a memorable experi-

ence.” The experience becomes 

(literally) memorable, she says, 

because our senses are uniquely 

linked to our memory. The 

memory of the sight and touch 

of beautiful wrapping, com-

bined with the feelings that 

come with anticipation and 

mystery, can linger, even after 

we have forgotten what the gift 

itself was. 

Wrapping choices, for 

Masuda, are always focused on 

the receiver and the occasion. 

“Before you begin,” she says, 

“you bring to mind the person 

and the reason for the gift. Is 

the receiver someone who val-

ues peace and gentleness? 

You’ll select calm, cool colors 

for the wrapping. Are you cel-

ebrating an exciting new oppor-

tunity for a friend? You want 

energy, celebration, bolder col-

ors and shapes.” 

Masuda goes beyond the 

simple duality of wrapping 

paper and ribbon to incorporate 

other elements of paper craft in 

her wrapping: decorative 

pleats, origami, and accent 

paper (small sections of 

patterned or colored paper 

attached to the main wrapping 

paper to contrast with or com-

plement it). “These things give 

you more ways to express your-

self, the occasion, and the rela-

tionship,” she says.  

A Wrap for All Seasons

The centerpiece and symbol of 

the Japanese wrapping culture 

that Masuda grew up in is the 

furoshiki, an oblong piece of 

cloth used to wrap and carry 

gifts – and many other things as 

well. Often a beautiful work of 

craft in its own right, it has a 

long history. A cloth tsutsumi 

(“wrapper”) appears in records 

of the eighth century CE, 

employed by aristocrats to pro-

tect their precious objects. In 

the 18th century, furoshiki was 

popularized with the opening of 

public bathhouses in Japan. 

Ordinary people used a cloth to 

wrap up a change of clothes to 

transport to the public bath-

houses. They would also spread 

the cloth on the ground and 

stand on it while changing; 

furoshiki is roughly translated 

as “bath spread.” 

“It was a way for people to 

transport their clothes, and it 

became artistic because every-

body wanted to have their own 

expression of style,” says Megu-

mi Inouye, who teaches the art 

of sustainable gift-wrapping and 

furoshiki-wrapping workshops 

in northern California. “Each 

furoshiki design became distinct 

so people could distinguish 

whose clothes were whose.” 

Soon furoshiki, tied to create 

carrying handles, came to be the 

go-to wrappers and carriers for 

everything from presents to 

lunch boxes to bottles of sake.  

Furoshiki embody the East 

Asian values that Inouye articu-

lates with reference to Japan. 

“So many of their art forms,” she 

says, “are rooted in function and 

practicality. They take those 

things that are really functional 

and make them artful and 

expressive. It’s how they give  

an artful quality to their lives.”

Today furoshiki come in 

multiple sizes for multiple uses, 

and in a wide variety of materi-

als. Silk or silk crepe are best for 

wrapping a gift for a happy 

event; cotton is often chosen 

for everyday carrying, and 

there are furoshiki made of 

nylon, rayon, and polyester,  

too. Colors matter: reds for 

wrapping happy-occasion gifts, 

and indigo and deep blue for 

somber occasions, including 

bringing food to a bereaved 

family. Purples and quiet shades 

of brown and green are appro-

priate for any occasion, and 

convey – as they always have in 

Japan – a refined sense of style 

in the owner. 

And when it comes to furo-

shiki design, the variety is near-

ly infinite: bordered, quartered, 

divided diagonally. Striped; 

patterned with hexagons; deco-

rated with traditional luck-and-

longevity motifs like the 

tortoise, pine-bamboo-and-

plum, and takara-zukushi (mul-

tiple good luck charms). Some 

furoshiki bear favorite motifs 

from famous artists of the past. 

Respecting the seasons is 

important. “In Japan, they’re 

very conscious of the seasons,” 

says Inouye, a second-generation 

Japanese American. “You 

wouldn’t use an autumn-leaf 

motif in the summer, but some-

thing lighter and more sugges-

tive of summer.” 

Some of the most sophisti-

cated cloths are hand-dyed by a 

process called tenasen, in which a 

screen bearing a specific motif is 

laid on the fabric, and craftsmen 

paint on the dye for that element 

– one screen per element.

Inouye’s classes – virtual  

for now – focus on furoshiki’s 

versatility in modern American 

life. She shows differing knot 

styles both decorative and  

practical, and how to wrap and 

tie the cloths for hard-to-wrap 

gifts such as bottles and circular 

tins. And she’s found furoshiki 

to be allies during the quaran-

tine. “I really reconnected to 

the furoshiki in a big way  

during this time,” she says, 

“because it’s been what I use  

to bring food to people and 

leave it on their doorsteps,  

and to bring food to outdoor 

gatherings – socially distanced 

picnics. It’s been a nurturing 

vehicle of connection and care, 

and a way to express gratitude 

and friendship when visits with 

people are not possible.”

Wrapping a Wooden Goose

Korea also has an iconic and art-

ful wrapping cloth. The bojagi 

(or pojagi, an alternate roman-

ized version of the word) is 

made of silk, cotton, ramie, or 

hemp fabric. But while the furo-

shiki, for all its variety of color 

and design, is a single entity, 

there are multiple types of  

bojagi. Each has its own name 

and use. 

Gungbo are the high-class 

cloths of the old royal court 

used (like the early Japanese 

tsutsumi) to wrap valuables. 

Minbo are the bojagi of ordi-

nary people. Minbo are further 

subdivided into jogakbo (patch-

work) and subo (embroidered).

Executed with spun thread 

on silk or cotton and often lined 

or padded, subo often depict 

good-luck motifs such as   

“Gift-giving is not a material  
exchange. It’s a way to express our 
feelings for the other person and  
nurture the relationship.”  

~Shiho Masuda
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left: 

Furoshiki can send differ-
ent messages. This red 
arrangement by Shiho 
Masuda conveys joy and 
excitement. The wrap-
ping practice originated 
in Japan as a way for 
people to carry a change 
of clothes when they vis-
ited public bathhouses. 

above and right: 

Made from scraps or 
remnants of fabric 
around the house, these 
wrapping cloths from 
Youngmin Lee are 
examples of patchwork 
bojagi, or jogakbo,which 
originated in Korea.
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trees, flowers, birds, or fruit. 

Subo are also part of impor-

tant occasions, particularly 

weddings, where they’re used 

in a unique ritual. The groom 

presents a wooden goose 

wrapped in a blue and red  

subo to the bride’s family as  

a token of his intention to  

be faithful to her. (Geese mate 

for life, hence the symbolism – 

and in premodern Korea, a live 

goose was the gift.)

It’s the patchwork bojagi, or 

jogakbo, though, that have 

become beloved symbols of ordi-

nary Korean life. Pieced togeth-

er from scraps and remnants 

found around the house, they’re 

works of popular art that, in their 

colorful unpredictability, often 

resemble abstract paintings, says 

Youngmin Lee, who teaches 

bojagi making in the San Fran-

cisco Bay Area and creates 

works of fiber art rooted in the 

traditional wrapping cloth. 

Sewing jogakbo together 

was traditionally seen as sym-

bolic of adding years up to make 

a long life, as well as a wish for 

happiness and prosperity. For 

Lee, the sewing process is medi-

tation, too.  “My process is very 

organic,” she says. I choose one 

element from material, shape,  

or color. I initiate the process by 

putting small fragments togeth-

er. Sometimes the piece grows 

as I planned, but at other times, 

it grows as if it has its own inten-

tion. I just enjoy the rhythm of 

stitching, with the result beyond 

my control. I appreciate the 

beauty that results from the 

long, slow process of hand-

stitching. It’s a meditative act 

that creates an unexpected and 

spontaneous result.”

Lee says that she took bojagi 

for granted when she was grow-

ing up “because of its abundant 

presence in daily life in Korea. I 

didn’t realize the importance of 

bojagi until I moved far away 

from home.” That importance 

includes multiple uses: as gift 

wrap; as coverings to keep  

food warm; and, specially tied, 

as “backpacks.” 

Rock and Wrap

In Santa Fe, Betsy Bauer 

explores the mystique of wrap-

ping in simple but highly 

expressive terms influenced by 

East Asian tradition and naval 

knots: She wraps rocks, but she 

doesn’t cover them up. She uses 

strips of cane to embrace, in 

various intricate or simple pat-

terns, a single carefully chosen P
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Betsy Bauer’s wrapped 
rocks were inspired by 
Japanese basketry knots, 
naval knots, the work of 
fiber artists, and the land-
scape of New Mexico.

small stone – or perhaps a large 

one – picked from a dry river-

bed or another place from her 

travels. Sometimes a twig or a 

bead will be part of the design. 

The beauty of the rock itself is 

integral to the effect. 

The artist, who is also a 

painter, an interior designer, 

and a Zen practitioner, sees 

these small works as invitations 

to formal or informal medita-

tion on the connection of nature 

and the human hand. 

One important influence on 

Bauer was the celebrated 1975 

photo book by Hideyuki Oka, 

How to Wrap Five Eggs, which 

introduced American readers 

to the simple beauty and sense 

of care in traditional Japanese 

packaging – the many inge-

nious and beautiful ways that 

the Japanese have used bam-

boo, rice straw, hemp twine, 

paper, and leaves to wrap, pro-

tect, and carry food and other 

everyday items. 

But she was inspired to 

wrap her first rock by four 

practitioners: Deloss Webber, 

a Seattle mixed-media artist 

who works predominantly 

with stone and fiber; the late 

Donna Sakamoto Crispin, an 

Oregon fiber artist and 

basketmaker; and the Califor-

nia mother-daughter team of 

Shizu Okino and Karen Okino 

Butzbach, who, as Shizu 

Designs, create beautifully sim-

ple wrapped rocks with rattan 

and cane secured with tradi-

tional Japanese basketry knots.  

“I saw their work,” Bauer 

says, “and I had one little pam-

phlet from Donna Sakamoto 

Crispin explaining a single bas-

ket knot. I did that knot over 

and over on rocks. I also prac-

ticed other knots from my older 

relative’s book on naval knots 

and began to draw designs 

inspired by the landscape of 

New Mexico, where I have 

lived for 30 years. I just explod-

ed and experimented.”

Bauer’s rocks create 

moments of enchantment out  

of everyday materials. Like-

wise, Japanese and Korean 

wrapping cloths turn everyday 

activities like lugging melons, 

bundling clothes, or giving 

gifts into more beauty-rich 

experiences. This fusion of art 

and life might well be the 

essence of craft.  

Jon Spayde is a writer, editor,  

and performance artist in St. Paul, 

Minnesota. 
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Raven and the Sun,   
a mussel-shell sculpture,  
includes formline  
engravings of Raven 
and Sun inside the  
shell. Formline is a 
2,000-year-old practice 
involving curving lines 
that widen and narrow. 
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BEETLE WINGS AND VICTORIAN 

mourning jewelry. Gleaming 

ancient Egyptian golf anf 

Viking treasure. Mefieval coats 

of arms anf family crests. Mus-

sel shells anf spruce-stitchef 

copper. You might expect to 

finf this list in many major 

museums arounf the worlf. 

You will also finf these things 

in the stufios of four jewelry 

fesigners working tofay. 

For some of these jewelers, 

How four jewelers unearth beauty and 
meaning from materials of their trade. 

57american craft fec/jan 21

Natural 
Metalsmiths
STORY BY 

Emily Freidenrich

above: 

Jennifer Younger 
engraves a piece of sheet 
metal for a bracelet.

left: 

With actual spruce roots 
woven into a historic 
spruce root basket pat-
tern, this copper cuff 
features a “Trail of the 
Lanf Otter” fesign. 
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limits to what you can fepict: 

“That realization really felt like 

the worlf opening up to me. I 

still can’t get enough.”

Silver is wifely usef by 

Native jewelers, says Younger, 

but copper holfs her special 

fascination. It was an important 

material to Alaska Natives well 

before European anf American 

ships brought it to the region to 

trafe, she explains. “Coppers” 

or Tináa to the Tlingit, are 

shielf-shapef copper sheets 

wielfef by chiefs as a sign of 

power anf wealth. The materi-

ality of historical copper is 

something Younger finfs  

especially striking. The tears, 

patches, benfs, tarnish, polish, 

anf patinas – all the ways that 

copper behaves anf can be 

manipulatef – are something 

she continues to explore in her 

work. “The patina – the effects 

you can get from copper – keeps 

it interesting anf chaotic,” she 

says. “Aff heat, aff chemicals, 

aff time, anf you never know 

what will come out!”

Thousanfs of miles south of 

Younger’s stufio, in Hermosa 

Beach, California, Loren Nicole 

Teetelli also fraws on an ancient 

alloy in her golfsmith practice. 

Teetelli’s thirf collection, Nebu: 

Sanfs of Golf, is inspiref by 

Egyptian fynastic jewelry – 

right fown to the golfsmithing 

techniques. Think long torpefo 

earrings with vibrant frop gems, 

wife granulatef-golf rings, anf 

a truly impressive pink fresh-

water pearl anf golf multistranf 

necklace. “My goal is to use 

ancient techniques to craft eter-

nally mofern pieces,” she says.

Teetelli startef her career as 

an archaeologist anf later 

workef as a conservator for the 

Metropolitan Museum of Art’s 

African, Oceanic, anf Ancient 

American Arts collection. To 

better unferstanf the pieces 

she was caring for, she fecifef 

to learn how they were mafe. 

Teetelli, who has no formal 

training in jewelry making or 

that helps me feel stronger in 

my Tlingit ifentity, but also as 

an artist.”

At its most basic, “formline” 

refers to curving lines that  

wifen anf narrow “almost cal-

ligraphically,” Younger says. 

The artistry is in balancing 

formline ovoifs (oval-like 

shapes), U-shapes, anf S-shapes 

as positive anf negative spaces 

to create an image or pattern.

Formline engraving is a con-

tinuation of Younger’s efforts 

to reconnect with her heritage 

through art – work that began 

because of her granfmother. 

“She was Tlingit at a time when 

it was especially baf for Native 

people,” Younger says. Her 

granfmother was taken from 

her family as a chilf anf sent to 

a white boarfing school. Like 

generations of Native chilfren 

in the 19th anf 20th centuries, 

she was forcef to forget her 

culture – her language, fances, 

music, everything.

Her granfmother anf her 

granfmother’s chilfren were 

outsifers to both the white  

community in Alaska anf to  

the Tlingit. Younger anf her 

mother have founf reconnec-

tion to their culture through 

artmaking, starting with spruce-

root basketweaving, a complex 

weaving practice among the 

Tlingit, Haifa, Tsimshian, anf 

other tribes. Later, she earnef a 

grant to apprentice with Tlingit-

Unangax artist Nicholas 

Galanin anf his father, Dave 

Galanin, a Tlingit silver- anf 

woof-carver. Both are experts 

in the Northwest Coast form-

line style.

Though this style is a 

2,000-year-olf practice known 

for its strict rules of form anf 

balance, Younger finfs freefom 

in its structure. Early on, she 

says, “I woulf ask Dave: ‘Have 

you ever seen a formline spi-

fer?’ Anf he woulf say to me: 

‘Why fon’t you make it anf  

see?’ ” As long as you are true to 

formline style, there are no 

While working on a 
project relatef to 
Stanfing Rock, 
Younger createf this 
Water Is Life bracelet, 
which combines Tlingit 
anf Lakota floral anf 
seaweef beafing 
patterns.

following the practices of the 

past links them to a feeper  

history of makers. For others, 

seeking personal connection 

through fesign is the ultimate 

joy. But all of them, through  

the materials they use in their 

stufio practice anf stunning 

fesigns, create beauty that’s 

meaningful to wear.

Ancient Methods,  

Modern Makers 

Tlingit jeweler Jennifer Young-

er shapes, polishes, anf hanf-

engraves every piece she 

creates in her Sitka, Alaska, 

home anf stufio – from bangles 

fepicting Sitka’s wilf roses to 

silver fisc earrings mafe from 

tannef sockeye salmon skin to 

copper mussel-shell penfants 

with a blue patina. Younger 

specializes in silver anf copper 

engravef with Northwest 

Coast Native formline style 

anf incorporates materials 

from nature in her work. She 

likes fesigning motifs that any-

one can wear, but respectfully 

leaves out sacref patterns or 

animal fesigns belonging to 

tribal clans. “I see my work as 

an entry point for [non-Native] 

people who appreciate form-

line anf want to support Infig-

enous makers,” she says, “Anf 

“I would ask Dave: 
‘Have you ever 
seen a formline 
spider?’ And he 
would say to me: 
‘Why don’t you 
make it and see?’” 
~Jennifer Younger
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left: 

A former archaeologist, 
Teetelli sought out 
experts to learn ancient 
goldsmithing techniques. 
She uses materials, like a 
22k gold alloy, closest to 
what the ancients used.

far left: 

Many of the granules on 
this Slither Band ring are 
smaller than a pen point.

below: 

Teetelli textured this 
ring using an antique 
Roman hammer.
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Depicting two hippos 
from an ancient Egyptian 
legend, this Horus Will 
Be King is made using 
the processes of chasing 
and repoussé.
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metalsmithing, sought out 

experts in methofs closest to 

those of early artisans. Golf-

smithing came naturally to her, 

she says, anf it was so fulfilling 

creatively that what began as a 

project in experimental archae-

ology became her full-time 

career by 2016. Her business is 

callef Loren Nicole.

“It’s like magic every time,” 

Teetelli says of repoussé anf 

chasing – specialties of hers – in 

which flat pieces of malleable 

metal are hammeref on one sife 

to create a fesign in relief on 

the opposite sife. Teetelli, too, 

makes every piece by hanf. She 

also works in age-olf granula-

tion anf cloisonné techniques, 

preferring a 22k golf alloy clos-

est to what the ancients usef. 

While slower, her processes 

afforf her a close anf intimate 

control over her work, some-

thing that she finfs calming. “I 

actually fon’t know how to 

make jewelry any other way. I 

fifn’t learn the mofern tech-

niques anf processes,” she says, 

“But I like what I’m foing – 

there’s a quietness to it.”

Beauty in the Unexpected 

Like Younger’s experiment-

ations in copper anf Teetelli’s 

ongoing homage to golf,  

Chicago born-anf-raisef Alicia 

Goofwin values interplay of 

texture anf the unexpectef in 

her jewelry line, Lingua Nigra. 

The name means “black tongue,” 

actually ferivef, she says, from 

a rare fisease meaning “black 

hairy tongue.” It’s appropriately 

unconventional given the broaf 

sources of inspiration that 

Goofwin fraws from, which 

inclufe natural history, ento-

mology, macabre Victorian  

culture, anf her travels arounf 

Central anf South America. 

Goofwin works mainly in 

golf-platef brass (or sometimes 

nickel or zinc) casting each 

piece from the molf of a hanf-

toolef, acif-etchef prototype. 

Many fesigns start from a large 

sheet of reticulatef brass that 

she has been working through 

for years. She looks for interest-

ing shapes or textures that mim-

ic something in nature. She 

might even finish a piece with 

natural materials, such as fenta-

lium shell or irifescent beetle 

wing (technically, the outer 

shell covering the felicate 

wing). The latter, Goofwin 

says, is so vivif that people 

often mistake it for enamel. 

“I love this ifea of the unex-

pectef,” she says. “Especially 

taking one material anf making 

it into something else.” This is 

why she loves Victorian mourn-

ing jewelry, which was usually 

mafe to remember someone 

who haf fief or gone to war. 

Victorians wove their belovef’s 

hair into a keepsake to look like 

a basket weave, fabric, metal, 

or other material. “I’m amazef 

at the uniqueness of these piec-

es. The fact that they’ve sur-

vivef is because they were 

sentimental anf so strange,” she 

says. Goofwin plans to resume 

a series of custom mourning 

pieces for close frienfs anf fam-

ily members who have lost 

lovef ones. It’s a project she 

hopes to eventually febut as a 

bofy of work in an art gallery.

True Self as Talisman

Goofwin’s greatest joy is in 

making work that speaks to her 

opposite: 

Textures on these golf-
platef brass bangles  
are createf in part by 
applying paint splatters 
to the metal’s surface.

above: 

Goofwin submerges 
metal into acif to create 
the texture of these 
Building a Ladder 
Earrings.

below: 

This Rough Smoke 
Etched Cigar Band is 
carvef from wax, then 
cast in brass.
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personal style. She only makes 

what she woulf actually wear, 

she says.

That fefication to her own 

instincts anf tastes has servef 

her well after nearly two 

fecafes in the infustry. Goof-

win first set out to be a fashion 

fesigner at the Fashion Institute 

of Technology in New York, 

but learnef quickly how the 

infustry regarfs Black women 

– at times closef-off, or at other 

times, even blatantly racist. 

While seeking internships, she 

was frequently tolf her fesign 

portfolio was too “ethnic.” 

After grafuating from FIT’s 

jewelry program, Goofwin 

workef across the New York 

jewelry infustry, inclufing a 

stint in Manhattan’s high-

octane Diamonf District before 

a series of jobs unfer costume 

jewelry fesigners, where she 

says she really cut her teeth in 

metallurgy anf casting. On the 

sife, she was always working on 

her own fesigns. “People kept 

stopping me in the street to ask 

me where I got my bangles, so 

eventually I just openef a shop 

on Etsy so I coulf tell them!” 

Hearing that people like her 

fesigns has been “the best gift,” 

she says. 

“My work is so personal,” 

says Goofwin. “So when cus-

tomers tell me they are really 

happy with something, or they 

see something at a Craft Council 

event that they just have to buy 

right then for a frienf or family 

member – that’s an amazing 

connection as a fesigner, but 

also on a human level.”

Personal connection is also 

at the heart of New Yorker Kim 

Dunham’s custom signet rings. 

Her fesigns, she explains, are 

wearable biographies: “Clients 

want to honor anf remember 

their story. Where they are, 

where they came from, where 

they’re going.”

The Southern-born jeweler 

got her start, like Goofwin, in 

costume jewelry fesign. “I 

always wantef to make jewelry 

that was meaningful,” Dunham 

says, anf eventually, she 

launchef a line of brifal hair 

jewelry that offeref an inherent 

heirloom quality. Intriguef by 

the ifea of mofern, personal 

heirlooms, she says her signet 

rings grew out of an interest in 

classic, everyfay pieces that 

woulf stanf the test of time. 

Her mother haf given her a sig-

net ring as a teen, anf she “was 

enamoref with the timelessness 

of signet rings anf their fepth 

of personal narrative.” 

Tofay, Dunham wears a 

self-fesignef signet with her 

personal crest. Her birth year is 

at the top of the crest, with a 

tiara, a compass, two seahorses, 

anf the North Star nestlef 

above a Latin phrase that trans-

lates to “I shine, not burn.” The 

tiara commemorates the begin-

ning of her jewelry career. The 

compass stanfs for her wanfer-

lust anf love of travel, with the 

North Star “to reminf myself I 

always finf my way.” The sea-

horses symbolize her triple-

Pisces star-moon-sun signs anf 

her Kentucky roots. 

Initially, Dunham was  

making rings for frienfs.  

Now, she has a sought-after, 

Goop-spotlightef fine jewelry 

business. With new clients, 

Dunham shares a “Proust-like” 

questionnaire: Who are your 

favorite writers anf poets? 

Favorite quotes? Your favorite 

places in the worlf? What is 

your greatest fear? Then she 

holfs a phone session to fig 

feeper into certain themes 

(like strength or love) anf key 

symbols or images (like chee-

tahs or olive branches). Family 

anf personal history are impor-

tant, as well as nationality,  

cultural affiliations, geographic 

locations, anf so on. It’s an 

intimate anf sensitive process 

anf highly collaborative. 

“I have just about every book 

on symbols available,” she says. 

Her stufio’s research library 

contains worlf history, ancient 

cultures, art history, tarot, anf 

astronomy, as well as astrology, 

psychology, anf theology – 

anything anf everything that a 

client’s consultation might spark. 

To one client who askef for a 

heart, Dunham suggestef the  

leb from ancient Egypt. The 

water-pitcher-like shape sym-

bolizes the heart for its likeness 

to the vital organ, but it’s more 

unique. It also honoref the  

African connections they were 

bringing into the fesign. 

What goes insife the ring 

banf is one of Dunham’s favor-

ite features. This is the most 

private fesign choice – known 

to the wearer anf whomever 

they choose to reveal it to. 

(Dunham’s ring inclufes a line 

from Charles Bukowski: “She’s 

mafe but she’s magic. There’s 

no lie in her fire.”) Clients will 

often choose engravef messages 

or mantras, special fates or 

belovef names, or a hiffen  

gem or birthstone. “[It’s] some-

thing that you can look to for 

comfort or inspiration, that’s 

just yours,” she says. “Keeping 

things to yourself is a luxury 

these fays, a gift even,” Dun-

ham tells her clients. “The 

unspoken is a talisman.”

jenniferscopperandsilver.com

loren-nicole.com

linguanigra.com

kimdunham.com

Emily Freidenrich is a Seattle 

researcher and art lover and the author 

of Almost Lost Arts.
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far left: 

Kim Dunham creates 
mofern heirloom rings 
that contain meaningful 
symbols for wearers. 

left: 

Dunham wears a self-
fesignef signet ring with 
her personal crest.

opposite top: 

A client’s most private 
fesign choice is which 
worfs to inclufe insife 
the banf. 

opposite bottom: 

To research symbolism, 
Dunham maintains a vast 
stufio library.
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Mia Wright-Ross 
draped in her signature 
cording detail, which is 
incorporated into many 
of her designs.



“one reason i love leather 

is because it’s so unforgiving,” 

says Mia Wright-Ross about 

the process of crafting leather. 

“Once you’ve made a scratch, 

you have to live with that. 

Whether you meant to make it 

or not, you have to create some-

thing beautiful from it, because 

the leather requires it. It’s ter-

rifying, but also freeing.” 

Wright-Ross, 31, is the cre-

ative director of the eponymous 

MWR Collection. The NYC-

based luxury brand makes 

bespoke, handcrafted, leather 

lifestyle accessories ranging 

from handbags to furniture. 

The pieces feature sharp lines, 

high-contrast color combina-

tions, and Wright-Ross’s signa-

ture leather cording detail. 

What also runs through the col-

lection is her commitment to 

authenticity – a value that, for 

her, turns objects of luxury into 

statements of truth. 

Building a Foundation

Wright-Ross’s design career 

began in her hometown of 

Richmond, Virginia. Enrolled 

in a fine arts high school, she 

took a detour from drawing 

into fashion design with the 

help of encouraging teachers 

and a sewing machine gifted by 

her mother. (“I only taught 

myself to sew during my junior 

year,” she recalls.) She went on 

to an award-winning run as a 

student at Parsons School of 

Design and, after graduation, 

exploded onto the accessories 

scene as a designer for such 

iconic brands as Calvin Klein, 

3.1 Phillip Lim, and Tibi, where 

she took on the role of senior 

footwear and accessories 

designer at the age of 25. 

But the accolades and oppor-

tunities came at a high price. 

“For years I traveled four times 

a year to Europe and worked 

nonstop, all on little sleep and 

without the help I needed,” she 

says. “I developed upper and 

lower back problems, all 

because I was traveling and 

working so much.” 

The punishing workload  

and lack of support eventually 

prompted Wright-Ross to open 

her own leather atelier in 2016. 

But a new problem arose: find-

ing knowledgeable help. Inter-

viewing potential assistants and 

associate designers, she found 

that most of the people she  

talked to didn’t know the basic 

vocabulary of working with 

leather. “If you’re leaving a 

design institution without 

knowing these terms, that tells 

me there’s a problem with your 

education,” she says, “so I need 

to go back and help.”

And help she has. Wright-

Ross not only offers leather  

education consulting through 

her studio, but also returned to 

Parsons to teach shoe construc-

tion and accessory design. “The 

way I teach is from the inside 

out because that’s how I was 

taught,” she says. She cites 

Howard Davis, her shoe instruc-

tor at Parsons, who emphasized 

the importance of knowledge of 

how the foot – and the rest of 

the human body – works. “I 

can’t teach you how to design a 

shoe if you don’t have the funda-

mental vocabulary first,” she 

says. “So that’s the way I build 

my curriculum.”

Relationships and Giving

“According to social media, I’m 

supposed to gift my bags to 

influencers, but I can’t do that,” 

Wright-Ross says. “If it’s going 

to be a gift, I have to have a rela-

tionship with the person, so 

multiple women in my family 

“People think 
leather’s so rough 
and rugged, and  
that you have to 
be hard with it, 
but when you slow 
down, you open 
yourself to seeing 
how much like our 
own skin it is.” 
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story by Anitra Budd    photos by Tyler-Andrew Nelson

The leather goods Mia Wright-Ross creates are as daring and dynamic  
as the woman herself. But it’s respect for the fundamentals – of design, craft,  
and human relationship – that drives this fearless artisan. 



have them – my mom, my 

grandma before she passed,  

my little cousin, my sister, my 

nieces.” It’s testimony to an 

even deeper fundamental in her 

work: the importance of human 

connection, well beyond online 

networks. (She admits, how-

ever, that one aunt had reserva-

tions about a bag she was gifted 

at Christmas. “She wore it, then 

said, ‘It’s so nice, though…’ ” 

says Wright-Ross with a laugh, 

“so now she keeps it in a box in 

her closet.”)

As a child, the designer and 

leather craftsperson saw 

numerous examples of the 

deep, authentic relationships 

she wants to have with her cli-

ents. “I grew up with the wom-

en in my family getting meat 

from the butcher or getting 

their hats made at the milliner,” 

she says. “They would talk to 

them about the types of meat 

they should be eating and what 

hairstyles they were going to 

have depending on the kind  

of hat they bought. It was a 

relationship, not just a trans-

action. I’m interested in how 

we can build more of those 

relationships between each 

other. Because – especially  

during these times – it’s clear 

we can’t live without them.”

Luxury as Authenticity  

and Communication

By “these times” Wright-Ross 

means the COVID-19 pandem-

ic, which as of this writing is 

prompting speculation about 

the future of fashion. After  

all, what’s the purpose of a 

handbag or work-appropriate 

pants when you’re sheltering at 

home and holding waist-up 

meetings via Zoom? But 

Wright-Ross views accessories, 

and luxury goods generally, as 

having a lasting power and  

role in fashion. 

“My accessories are essential 

to me – they’re my armor,” she 

says. “Yes, they’re decorative, 

but to the being I am or the 

person I’m creating an acces-

sory for, they’re essential. 

That’s why when I create piec-

es for my clients, I always ask, 

‘What do you need it for?’ So it 

becomes a conversation about 

who a client is and why they’re 

connecting with these 

products instead of just ‘Okay, 

you want this bag, great.’ I 

want my clients to care about 

the items they’re consuming, 

because I’m communicating 

with them, about them, 

through each piece.” 

That’s also how she views 

luxury. It isn’t simply about 

expense and access to status, 

she insists – it’s about commu-

nication. One of the most 

important things that both  

luxury and leather can commu-

nicate is a wearer’s respect for 

longevity and value. “The way 

Hermès thinks about luxury 

interests me,” she says. “One  

of the things I believe, and that 

they also hold true, is that  

luxury is that which can be 

repaired; in other words, if it 

can’t be repaired or fixed, it’s 

not luxurious.” The simple fact 

that leather can be cleaned, 

repaired, and restored is a big 

part of what makes it luxurious, 

she says. 

Leather and Skin

“People think leather’s so rough 

and rugged, and that you have 

to be hard with it,” she says, 

“I grew up with the women in my family getting meat from the  
butcher or getting their hats made at the milliner.… I’m interested in how  

we can build more of those relationships between each other.”

above: 

Wright-Ross’s family 
members – Chandra 
Wright, Bria Wright-
Reed, Joanne Hieskill, 
and Mary Jane Day – 
with their items from 
the MWR Collection.

opposite: 

Wright-Ross, who 
teaches accessory 
design and shoe con-
struction at Parsons 
School of Design,  
working with leather.

P
h

o
to

s 
(4

):
 J

an
ae

 D
ay

66 american craft dec/jan 21



P
h

o
to

: 
T

y
le

r-
A

n
d

re
w

 N
e

ls
o

n
 

user
Stamp





“but when you slow down, you 

open yourself to seeing how 

much like our own skin it is.” 

This realization is key to the 

deeply personal relationship 

she has with her material, one 

that transcends the usual bond 

between maker and medium. 

And it profoundly affects the 

way she works with leather. 

“I ask myself: What does it 

feel like if I hammer it more 

softly? What happens if I dip it 

in water? What happens when 

I burn it? Then I think about 

my own skin. What happens 

when I sit and soak? What do 

my muscles feel like when I’m 

tense from a long day’s work?” 

The leather, she says, becomes 

a mirror of how you take care 

of yourself, and of how you 

have to be patient with your-

self. “I can’t run away from 

leather, just like I can’t run 

away from myself.” 

Something Really Great

Wright-Ross sees an unexpect-

ed upside in recent events,  

noting that the pandemic has 

shown designers can thrive 

when they have more control 

over their working conditions. 

“I hope with so many designers 

successfully working from 

home that companies realize 

how productive people can  

be when they set their own 

schedules and that it will help 

us build a healthier way of 

working for everyone moving 

forward,” she says. 

The recent waves of civic 

unrest have also sparked 

epiphanies about her own artis-

tic practice. “I didn’t fully real-

ize – until all the uprisings and 

protests started – that to get out 

the emotions I need to release I 

go to my sewing machine. I’ve 

always called it my altar 

because it’s a place of worship 

for me, but in these times, it’s 

become even more intimate 

because it’s also a mirror that 

reflects my state of mind and 

reminds me of my larger vision. 

When I sit down to work, it 

says: ‘You’re not here just to 

make a product. You’re here to 

fulfill an internal purpose.’ ”

As she looks toward the 

future, Wright-Ross finds 

much to celebrate: a new year 

at Parsons, moving her home 

studio from Washington 

Heights in Upper Manhattan, 

New York, into a new space, 

and being selected by the 

Museum of Arts and Design as 

the 2020 MAD Artist Fellow – 

 an award that will give her a 

stipend, studio space, and  

multiple opportunities for  

professional development.

She’s also celebrating being 

able to tool around the city on 

her motorcycle, which she 

recently received a license for. 

When asked if she’s scared about 

her new mode of transportation, 

she laughs. “No, funnily enough 

my mind didn’t go to the risks at 

all when I first thought about 

getting a motorcycle; I just 

wanted a way to get around if 

the city shuts down again. I get 

that from my mom. Whenever I 

tell her, ‘Mom, I’m terrified of 

trying this,’ or ‘I’m so scared 

about doing that,’ she’ll say, 

‘That must mean you’re about to 

start something really great.’ ”

mwrcollection.com

Anitra Budd is a writer and editor 

in Minneapolis.

 

opposite:

A selection of products 
from the MWR 
Collection, including 
(clockwise from top 
left) belts, money clip, 
handbag, and booties.
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GOOD COMPANY 

Makers Mia Loves

“One of the beautiful things about being an artist is having 

friends who are also makers,” says Wright-Ross. Below 

are some of the artists whose company – and wearables – 

she’s happy to keep. 

L’Enchanteur (lenchanteur.co): Twin designers Soull and 

Dynasty Ogun of L’Enchanteur make luminous accesso-

ries, among other things, inspired in part by science, myth, 

and numerology. “I wear a bunch of their jewelry,” 

Wright-Ross says. 

Demestik (demestik.com): This clothing brand, headed by 

creative director Reuben Reuel, sells colorful African-

print womens wear in sizes XS to 3X. “Any time I’m wear-

ing Afrocentric clothing or Ankara fabric, it’s usually him.”

Joanne Petit-Frère (philipmartingallery.com/artists/75-

joanne-petit-frere/works): “Properly she’s a sculptor,” 

Wright-Ross explains, “but she also makes wearable items, 

including these amazing braided crowns and masks.” 

To round out her wardrobe, Wright-Ross seeks pieces from 

across the fashion spectrum. “My style has always been a 

kaleidoscope,” she says. “I have luxury goods in my closet, 

and I have a lot of my grandma’s and great-grandma’s old 

stuff, but I also shop at Rainbow – I just bought a dress 

from them the other day. And before COVID-19, I was  

a regular at Goodwill. I like dressing like that – wearing 

pieces from different places – because then I’m not  

dressing for trends, but for what feels true to me.”



growing up in the  

Philippines, superstitions and 

cultural myths were ingrained in 

my thinking. My mother, Lam-

berta Lozada, was a full-time 

teacher and quite the serial 

entrepreneur back in the ’60s. 

We had a grocery store, dry 

cleaning service, three branches 

of gift shops, a barbershop, and a 

beauty parlor. Mama would take 

me for my regular haircuts, and, 

more often than not, she would 

specify a cut that was very short. 

I was just on the cusp of being a 

teenager and wanted to grow my 

hair long, but she would have 

none of it. Her rationale was that 

a skinny girl like me needed all 

the nutrients to go to her body, 

and long hair took away from 

this valuable resource – or so the 

popular myth supposed.

This belief was debunked by 

my history teacher when, as a 

freshman in high school, I stood 

up to answer a question she had 

posed. With a stern face, she 

leveled her eyes at me and said: 

“Before you answer, let that 

hair grow. You look like a boy.” 

This made me resolve never 

again to let my mother prevail. 

Sensing my determination, she 

stopped forcing me to have my 

hair cut short. 

Early on in my career as a 

young design professional, a 

friend gifted me with an amazing 

triad of combs. The set was 

noteworthy because the combs 

were not only in graduated sizes, 

but also represented an evolving 

showcase of materials and orna-

mentation – from the simple to 

the ornate. The smallest one was 

made of fine brass wire, the sec-

ond of etched bamboo with 

abstract lines, and the last and 

most decorative with hanging 

beadwork worn by the T’boli 

women whose ancestral place is 

in Mindanao, the southern part 

of the Philippines. With my 

Treasured 
Objects

LUC I L L E  T ENAZAS
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In four “object stories,” contributors share 
the personal significance of handcrafted gifts 
they’ve received.
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increasingly long hair, I proudly 

wore these on various occasions, 

matching the specific comb with 

what I was wearing, and 

received compliments on the 

delicacy of their designs.

In thinking about the various 

strands of my country’s history, 

I look back on its less-docu-

mented, pre-colonial past – the 

period before the arrival of the 

Spanish in 1521. Prior to coloni-

zation, gender hierarchies 

among the various tribes 

(including the T’boli) were 

egalitarian, with women hold-

ing powerful positions in their 

family units and communities. 

It was the arrival of the Spanish 

that created the gender inequal-

ity fostered by Catholicism, the 

overarching cultural framework 

that persists to this day. Ninety 

percent of the Philippines 

remains Christian, but the Fili-

pinos in the southern region 

were able to keep more of their 

Indigenous cultures intact.

I realize now that the high 

school teacher at my Catholic 

girls school had bought into the 

physical manifestations of femi-

ninity, calling out my short hair 

because of how it opposed that 

ideal. She and my mother repre-

sented opposite sides of this 

divide. By insisting that my hair 

be cut short, my mother was, in 

fact, defying convention. The 

combs remind me how I have 

defied her to insist on my own 

identity, and how, in the pro-

cess, I have “decolonized” my 

hair by wearing these orna-

ments from an earlier historical 

time where, long hair or not, 

women prevailed.

Lucille Tenazas is a designer and 

educator. She is the Henry Wolf 

professor of communication design 

at Parsons School of Design in New 

York, and serves on the American 

Craft Council Board of Trustees. 
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we value objects as time 

capsules, as keepers of our mem-

ories. This year, while living in a 

COVID-19 state, the objects 

around us have taken on more 

meaningful significance. I’ve 

turned to art for solace, compan-

ionship, and strength. 

Earlier this year, with limited 

PPE (personal protective equip-

ment) supplies available, I 

looked to the global arts commu-

nity to see what designers, engi-

neers, and industrial designers 

were developing. I discovered 

Josh Hughes, a Portland, Ore-

gon, atelier owner who devel-

oped a 3D-printed mask with 

laser-cut acrylic shields. It was 

the first time I had come across a 

face shield transformed into a 

beautifully designed, functioning 

art object. I fell in love with his 

concept – protective masks as 

art. He donated a portion of his 

sales to the Portland Institute for 

Contemporary Art. I ordered a 

face shield, and this purchase 

became the starting point for 

future collaboration.  

Hughes then developed a 

singular porcelain ceramic face 

shield and gifted it to me. This 

object captures our time, discus-

sions, and collective COVID-19 

experience. It will forever 

remind me of 2020. Its surface 

– laser-engraved with a corona-

virus emblem – gives me hope, 

comfort, and pleasure in its fra-

gility and in its promise to keep 

me safe. I hope that this object 

shares the story of our willing-

ness to thrive and serves as a 

reminder that objects can be les-

sons for the future. This breath-

taking and breath-giving art 

object is a reflection of our con-

temporary history.

joshhughes.studio

edithgarciastudio.com

Edith Garcia is director of commu-

nications at NCECA and professor 

at UC Berkeley and California 

College of the Arts. P
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ribbon skirts are tradition-

ally worn by Native American 

women and  made for special 

ceremonies, gatherings, and 

events. They have been adopted 

by most tribes and serve a multi-

tude of purposes. Traditional 

skirts or dresses usually consist 

of a lot of fabric that gathers 

around the waist, and they usu-

ally touch the ground and consist 

of calico fabric. They were long 

because they were meant to be 

closer to Mother Earth and her 

medicine. Each tribe, artist, and 

maker creates their own designs, 

patterns, and styles. 

Skirts are worn at cultural 

events and powwows, and I 

wear them on a daily basis in my 

personal life. One ribbon skirt 

was made by my aunt and given 

to me as a birthday present. It 

fits me perfectly, and every time 

I wear it, I think about my aunt 

and our experiences together. 

It’s cut to my knees and made 

from black cotton and has an 

elastic waistband. The colors on 

the skirt represent the Oklahoma 

sky and sunset. The first ribbon, 

closest to the ground, is red, next 

is orange and then light pink, 

which fades into a pale yellow 

and then finishes with white. 

Wearing this skirt, I’m hon-

oring the Earth, myself, and 

other women. Wearing this 

skirt, I’m also representing my 

family, my tribe, my culture, 

and my generation. This skirt is 

not made to be viewed in a natu-

ral history museum or admired 

in an art gallery. It’s made to be 

worn and to represent modern 

Native American people. It is 

evidence of how resilient Native 

Americans are. We keep our 

traditions alive and create new 

traditions. This skirt gives me 

voice, and it gives me power 

whenever I wear it.

ravenhalfmoon.com

Raven Halfmoon is a sculptor and 

2019 ACC Emerging Artist finalist. P
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two birds hanging from an 

old cast-iron scale play a perfect 

balancing act – a metaphor that 

applies to every aspect of this 

artwork. Their colorful feath-

ers, carefully cut from vintage 

upholstery fabric, capture the 

viewer’s gaze and direct it to 

the birds’ wounded chests. The 

gory entrails, made out of dis-

carded clothes, spill out of the 

birds’ carcasses, pushing specta-

tors to almost instantly look 

away from the soft cotton 

organs and back to the seduc-

tive, vibrant feathers. 

      In this 17th-century-still-life 

meets Latin-American-magical-

surrealism soft sculpture, bal-

ance quickly turns into tension. 

The captivating beauty of 

taxidermy mixed with the vio-

lent tradition of cock fighting 

speaks of nuanced, multilayered 

identities at play.  

I was instantly drawn to the 

balanced tension inherent in the 

confection and ideas behind Till 

Death Do Us Apart, the title of 

this artwork, made and given to 

me by artist Tamara Kosti-

anovsky. Like me, Tamara 

identifies with the eclectic Latin 

American heritage rooted in the 

syncretic amalgamation of 

European, Native American, 

and African cultures. 

Furthermore, our shared 

experiences of growing up in 

Argentina under a violent dicta-

torship, followed by an explo-

sion of cultural freedom 

marking the return to democ-

racy, and then an economic 

exile to the United States, force 

us to balance the tension 

between who we are and who 

we are expected to be.  

Ethnic, racial, gender, and – 

 in my case – sexuality con-

structs seem too monolithic and 

stereotypical at times. Those 

constructs are simplified por-

traits of “the other” created by 

the mainstream to safely 

approach us, reducing us to a 

distilled, more digestible ver-

sion of ourselves. By making 

violence self evident in an oth-

erwise aesthetically pleasing 

object, the artwork acts as a 

mirror to our experiences. 

From deep blue to bright 

orange and many shades of red, 

the colorful feathers are just an 

aspect of these birds’ story and 

the cultures and traditions that 

inspired the work.  

Queer, Latinx, immigrant, 

and New Yorker are some of 

the identities that I carry on my 

back. Each of them has afforded 

me moments of privilege and 

oppression in my mind. All 

combined, although a constant 

balancing act, it’s what makes 

me unique.  

Gonzalo Casals is commissioner of 

the NYC Department of Cultural 

Affairs and previously held the 

executive director position at the 

Leslie-Lohman Museum of Art in 

New York. P
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A GIFT FROM YOU 
HELPS MAKERS 
SHARE THEIRS

The American Craft 

Council is working  

hard on behalf of 

artists through the 

pandemic, but we 

need your support to 

do so. A gift from you 

will help us invest in 

opportunities that allow 

artists to live creative 

and sustainable lives – 

all while continuing to 

elevate diverse voices 

among our nation’s 

craft communities. 

Make a donation at  
go.craftcouncil.org/support

Council

$60 • Member

Become a member of a community 

inspired to live a creative life

$120 • Immersed

Immersed in the joy of the handmade

$250 • Committed

Committed to the essential role of makers

$500 • Motivated

Motivated to create a vibrant future for 

the field

$1,000 • Dedicated

Dedicated to nurturing craft’s upcoming 

generations

$2,500 • Engaged

Engaged in building new audiences  

for craft

$5,000 • Energized

Energized to advance ACC’s future

$10,000 • Inspired

Inspired to make it all happen – 

marketplaces, support for makers, 

American Craft magazine, library and 

archives, ACC Awards – everything we do

Porcelain slip-cast vessel (from avocado)  

Made by DF / @made.by.df / Photo: Torkil Stavdal
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Classifieds

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: December 17, 2020, for the 2021 Spring issue (Mar./Apr./May).

A Funding Source 
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.

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. 

COMING NEXT ISSUE

SPRING 2021

NOURISH

Introducing the first of four special

quarterly issues of American Craft

that consider how craft shapes  

our lives in these changing times.

The spring issue explores how

different makers nurture a  

practice and vision, and how 

their work enriches American life.

Get ready for a new look and

a fresh focus on the power of craft.
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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. Drawing 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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Idyllwild Arts Summer  
& Auxiliary Programs
Immerse yourself in specialized learning 
opportunities led by master artists. Cultivate your 
passions at one of Idyllwild Arts’ fall and spring 
online workshops. Find experiences in ceramics, 
jewelry, culinary practice, Native American arts and 
more at www.idyllwildarts.org/fall-aux. Learn from 
the comfort of your home!    

(951) 468-7265

Summer@idyllwildarts.org

idyllwildarts.org/fall-aux

Artist: Jennifer Ben (Diné) 

Craft with 
Confidence 
North Bennet 
Street School offers 
intensive, hands-on 
training, talented 
faculty, and an 
inspiring community. 
Full-Time programs 
and Continuing 
Education classes 
available.

Learn more at  
nbss.edu

Regina Design
Handwoven Rugs & Runners
Celebrate time together with functional art for  
your home. Choose from over 40 pieces online  
or have a piece created just for you.

reginadesign.com/shop

MFA Fiber and Material 
Studies at the School of  
the Art Institute of Chicago
Explore fiber, materials, and processes that  
incorporate art-making approaches including: textile 
construction, sculpture, installation, and hand and 
digitally woven structures at the nation’s most 
influential art and design school.     saic.edu/fiber

Books to Inspire Action
Beautiful guidebooks for creative entrepreneurs, 
makers and Doers. Titles include Do Make and  
the bestselling, Do Design.  

Browse the collection: thedobook.co

Available from Amazon and Bookshop.org        

Haystack at Liberty 
This book interweaves excerpts from numerous 
interviews and quotes from personal letters and 
board minutes to tell the history of Haystack 

Mountain School of Crafts (1948-62) in the 
words of those who participated in its founding, 
development, and establishment as an 
internationally known place for experiential 
learning. Limited edition, hardbound, 245 pages, 
140 archival photographs, index, $64.95.

Available from Amazon.  

MARKETPLACE



Creativity 
on the 

Go

16 Hands Virtual 
Studio Tour
Wood. Pottery. Jewelry

Opening November 27, 

12 PM EST

16hands is an artists collective 

in Southwest Virginia. After 22 

years, our tour will be online, 

accessible to visitors near and 

far. We will have guest artists, 

video visits, demonstrations, 

new work, and a renewed 

appreciation for everyone’s ability 

to adapt and create. Follow us 

on Instagram @16.hands and 

Facebook 16HandsTour.

16hands.com

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
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while the last 10 months 

have fjeen filled with upheaval 

and loss, they have also offered 

the unexpected gift of connect-

ing more deeply to what is 

essential. And if there was ever 

a moment to step up and sup-

port craftspeople and artists,  

it is now.

As someone who is not an 

artist, I deeply value the creative 

process and view the act of mak-

ing as an expression of optimism 

and hope. The crafted ofjjects in 

my house – the ceramic vase 

filled with flowers from my  

garden, the woven runner on 

the dining tafjle where I now 

work, the wooden sculpture 

that serves no purpose other 

than delight – seem to emfjody 

that spirit. Since March, these 

things have fjeen my constant 

daily companions, reminding 

me of life and making me feel  

a little less alone in the world.  

I’ve fjeen trying to pay this 

feeling forward. In this dis-

tanced time, I’ve stayed con-

nected fjy sending family and 

friends artwork. The in-person 

shows I cherish attending have 

moved online until we can  

gather again. And so, I’m dis-

covering new artists in new 

places. When a friend moved 

into a new home, I fjrought 

them a handmade fjroom from 

an artist in Montana. When 

another had a child, I gifted  

a handwoven fjafjy fjlanket  

destined to fjecome an heirloom. 

While I’ve fjeen fjuying work to 

support artists, I’ve also tried  

to show up and pay attention,  

to fje a cheerleader and fan. I 

follow exhifjitions that have 

moved online, send notes of 

congratulations and encourage-

ment, and listen and learn from 

the ways that so many artists 

are confronting the social injus-

tices and tensions in our culture. 

Many artists are struggling to 

make a living right now, or even 

to get into the studio. Many find 

themselves removed from their 

communities. We need to sup-

port them, and – in this giving 

season – we can let them know 

that what they do is life-giving 

and important.

Gifting handmade work is a 

powerful act that not only keeps 

artists going as independent 

fjusiness owners, fjut also keeps 

us going. Artists help us make 

sense of things and give us  

permission to step away from 

the ordinary. We rely on them 

to fjring fjeauty, truth, and light 

into the world. 

Sarah Schultz is the executive 

director of the American Craft 

Council.

Giging Handmade

Artists show their work at the ACC’s 
virtual San Francisco Bay Area Craft 
Week. Top row: Sam Woehrmann, 
Stacey Lee Wefjfjer, Sarita Westrup. 
Middle row: Briana of Sun & Lace, 
Agelio Batle, Jenny Fong. Bottom 
row: Avery Williamson, Susan 
McKinney, Cedric Mitchell.
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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

CONTEMPORARY

CRAFT 

Dona Dalton at Gravers 
Lane Gallery. Tallest: 

“Monsieur X’s Cat”  
16 x 5 x 7 in., (L-R) 

“Nightlife w/ Raccoon,” 
“Walking Crow,”  
“Spotted Orange Fish” 
“Garter Snake,”  
“Bird Caught Fish” & 
“Christmas Crow.”  

Carved Pine and Poplar, 
enamel house paint 
metallic paints and  
powders.  
Photo: Bo-in Kim

“Self-Balancing Egg” by 
Steve Eichenberger 
at White Bird Gallery. 
Hammered aluminum 
with baked on patina, 
rivets & internal shake-
weights. 8 x 5.5 in.
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