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307 Florence Lowe : May 16, 1975

From: Elena Cauaavier &
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Subject: Crafts "Renwick Multiples" Exhibition(BiCent nlal) Vi
at the Renwick Gallery...Dates:

Judy 2, 1975:
Private preview for Mrs. Ford with several of the craftsmen
and members of the press.

July 3, 1975:

Preview for the craftsmen and the press. Pubrn hlh- Fnd wn’d
e ara R Teor ot fie WhT A

July 4, 1975:

Official opening for the public. ;
Lloyd Herman, Director of the Renwick Gallery, would like to
know if Mrs. Ford is interested in meeting at the Renwick

in a privately scheduled preview with a few of the craftsmen
represented in the exhibition and members of the press; this
would occur on July 2. If so, he should be contacted-381-5811.

Subject of Renwick Show: 3

To honor the craftsman's tradition in an earlier America,

the Renwick Gallery, a division of the Smithsonian Institute's
National Collection of Fine Arts, has organized an exhibition
for American working production craftsmen who produce multiple
objects. Entitled "Crafts Multiples" this exhibition of 133
handcrafted objects will open at the Renwick Gallery July 4,
1975 and continue until October, 75. Beginning in the spring
of 1976, in recognition of .the BiCentennial, the exhibition will
tour for three years to small museums, art centers, exhibiting
libraries and towns with populations of under 50,000.

Outstanding among the more unusual objects to be receiving
homage in a museum setting are a serious, no frills leather
saddle by Smith-Worthington Saddlery Company, a full-size
birch bark canoce by Henri Vaillancourt, a set of carved
bone crochet hooks by Dennis Bosch, and handmade paper

by Howard and Kathryn Clark (Twinrocker Handmade Paper).

Lloyd Herman, Director of the Renwick Gallery, has organized

a collection that promises to bring this gallery to the
forefront in being the first major exhibition to recognize

the mood of the nation in looking toward the roots of our
~cultural heritage. The focus of the exhibition is on = X

utilitarian crafts objects. For decades, attention has

been focused almost exclusively on the artist-craftsman
making one-of-a-kind objects, and too little attention

has been paid to the produgtion craftsman. With the
upcoming "Crafts Multiplegs™ exhibition, the Renwick will

be setting the pace of future exhibitions by examining well-
designed and well-executed multiple objects by craftsmen
with high creative and technical standards.

(Enclosures: slides of various pieces exhibited in the
show. Please return to the Crafts Program after viewing.)

Digitized from Box 6 of the Sheila Weidenfeld Files at the Gerald R. Ford Presidential Library . %



_cultural heritage. The focus of the exhibition is on

From: Elena Caaavier

Subject: Crafts "Renwick Multiples" Exhibition(BiCentennial)
at the Renwick Gallery...Dates:

July 2, 1975:
Private preview for Mrs. Ford with several of the craftsmen
and nembers of the press.

July 3, 1975: ‘ .
Preview for the craftsmen and the press.

July 4, 1975: "
OCfficial opening for the public.

Lloyd Herman, Director of the Renwick Gallery, would like to
know if Mrs. Ford is interested in meeting at the Renwick

in a privately scheduled preview with a few of the craftsmen
represented in the exhibition and members of the press; this
would occur on July 2. If so, he should be contacted-381-5811.

Subject of Renwick Show: ‘
To honor the craftsman's tradition in an earlier America,

the Renwick Callery, a division of the Smithsonian Institute's
National Collection of Fine Arts, has organized an exhnibition
for American working production craftsmen who produce multiple
objects. Entitled "Crafts Multiples" this exhibition of 133
handcrafted objects will open at the Renwick Gallery July 4,
1975 and continue until October, 75. Beginning in the spring
of 1976, in recognition of .the BiCentennial, the exhibiticn will
tour for three years to small museums, art centers, exhibiting
libraries and towns with populations of under 50,000.

Outstanding among the more unusual objects to be receiving
homage in a muscum setting are a sericus, no frills leather
saddle by Smith-Worthington Saddlery Company, a full-size
birch bark cance by Henri Vaillancourt, a set of carved
bone crochet hooks by Dennis Bosch, and handmade paper

by Howard and Kathryn Clark (Twinrocker Handmade Paper).

'Lloyd Herman, Director of the Renwick Gallery, has organized

a collection that promises to bring this gallery to the
forefront in being the first major exhibition to recognize
the mood of the nation in looking toward the roots of our

utilitarian crafts objects. For decades, attention has
been focused almost exclusively on the artist-craftsman
making one-of-a-kind objects, and too little attention
has been paid to the production craftsman. With the
upcoming "Crafts Multiples”" exhibition, the Renwick will

‘be setting the pace of future exhibitions by examining well-

designed and well-executed multiple olijects by craftsmen
with high creative and tecnnical standards.

(Enclosures: slides of variocus pieces exhibited in the
show. Please return to the Crafts Program after viewing.)
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June 18, 1975

TO: Susan Porter

FROM: Sheila Rabb Weidenfeld
Nancy Hanks spoke to Mrs. Ford about
this for July 2nd. A decision will

have to be made soon. Mrs., Ford
indicated she wanted to do it.
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NATIONAL. COLLECTION OF FINE ARTS

BMITHSONIAN INSTITUTION

EIGHTH AND G STREETS, N.W., WASHINGTON, 1. O

June 13, 1975

Mrs, Sheila Rabb Weidenfeld
The White House
Washington, D.C,

Dear Sheila:

It was good to talk to you this afternoon, and 1 hope we
shall meet soon., As you know, we would be most pleased

and honored if Mrs. Ford could visit the "Craft Multiples"
exhibition at our Renwick Gallery.

The enclosed press release will give you a brief descrip-
tion of the show, The only variation in the final version
now being duplicated is that the jurors are listed: lois
Moran, Director of the Research and Education Department
of the American Crafts Council; Hedy B. Landman, Director
of the Danforth Museum in Framingham, Massachusetts; and
Lloyd E., Herman, Director of the Renwick.

Mrs., Ford might be particularly interested in the Michigan
representation: a black ash basket, with raised loops sug-
gesting the quills of a porcupine, by Edith Bondie —— a
Chippewa Indian from Hubbard lake; a steel, brass, and hard-
wood food chopper by Donald Francisco of Kalamazoo; a black
walnut and leather chair by William Leete of Marguette. In
addition, the jury selected two pieces by District of Col-
umbia residents: a glass and acrylic table by Jeffrey Big-
elow, and a "Miss Havisham" scrap doll, inspired by the
character in Charles Dickens' "Great Expectations," by Tim-
othy Evans,

As we agreed, I shall phone you late next week, but please
get in touch with me before then if there is anything Mrs.
Ford or you would like to know.

Sincerely yours, .

wer g T
5 T
S
”
Marger ers

Chief, Office of Public .
Affairs o
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MAILING ADDRESS: NATIONAL COLLECTION OF FINE ARTE, SMITHSONIAN INSTITUTION, WASKINGTON, D.C.,. U.8.A. 208560



FOR IMMEDIATE RELEASE

"CRAFT MULTIPLES"
AT
THE RENWICK GALLERY

Both traditional and contemporary designs are featured in this
exhibition of 133 useful objects of metal, clay, glass, fiber,
wood and other materials made by 126 craftsmen in 36 states and
the District of Columbia. "Craft Multiples” opens at the
Renwick Gallery of the National Collection of Fine Arts, Smith-
sonian Institution, on July 4 and continues through February 16,
Chosen by national competition, with entries received from 2300
craftsmen, the show represents the best of American production
crafts -~ those made in at least ten of the same design. Of the
126 craftsmen, the majority in their mid-20s and 30s, almost half
earn their living from handcraft production, and over fifty percent
live in rural areas.

In size, the objects range from handcarved cattlebone crochet hooks
to a 15-foot birchbark canoe; other pieces selected include sterling
salt and pepper shakers, hand puppets, a Revere lantern made of

sheet brass, jewelry, a glass and plexiglass table, salt dough
Christmas ornaments, a spinning wheel, ceramic teacups, and

woven baskets. Because of space limitations, eleven objects =--
including an Amish buggy, and a free balloon envelope and carriage --
are represented by large color photographs.

“This exhibition," Lloyd Herman, Director of the Renwick, writes

in the illustrated catalog, "was organized to reaffirm the valid-
ity both of traditional design that continues to have an appeal
today and of the new expressions, created for the moment, that

may become part of a future heritage....The approaching Bicentennial
of the American Revolution gave strong impetus to the iﬁf@fé@ﬁt&e
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directed toward craftsmen working today to produce utilitarian wares
of quality as their counterparts did in an earlier period in America."

With a few exceptions, the Renwick purchased the first of each
edition for the exhibition, and the remaining nine or more are
available to the general public. The craftsmen set their own
pricesg, and the Renwick will serve only as a contact, providing --
upon request -~ the price, and the craftsman's address and phone

number.

Miriam Davidson Plotnicov served as the coordinator of the exhibition
and, with the aid of an anonymous gift and a grant from the National
Endowment for the Arts, the show will tour for three years to towns
with a population of under 50,000,

6/10/75 SI-158-75.

For further information contact:
Margery Byers (202) 381~-5503 or 5528
Gerald Lipson (202) 381-5911
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To: Florence Lowe ‘ May 16, 1975

« f”)t ﬂ“ fi.——{:f>
From: Elena Caunavier Q¢
b’b At

Subject: Crafts "Renwick Multiples" Exhibition(BiCentennial)
at the Renwick Gallery...Dates:

July 2, 1975:
Private preview for Mrs. Ford with several of the craftsmen
and members of the press.

July 3, 1975: . ,
Preview for the craftsmen and the press.

July 4, 1975: 4
Official opening for the public.

Lloyd Herman, Director of the Renwick Gallery, would like to
know if Mrs. Ford is interested in meeting at the Renwick

in a privately scheduled preview with a few of the craftsmen
represented in the exhibition and members of the press; this
would occur on July 2. If so, he should be contacted-381-5811.

Subject of Renwick Show: .

To honor the craftsman's tradition in an earlier America,

the Renwick Gallery, a division of the Smithsonian Institute's
National Collection of Fine Arts, has organized an exhibition
for American working production craftsmen who produce multiple
objects. Entitled "Crafts Multiples" this exhibition of 133
handcrafted objects will open at the Renwick Gallery July 4,
1975 and continue until October, 75. Beginning in the spring
of 1976, in recognition of .the BiCentennial, the exhibition will
tour for three years to small museums, art centers, exhibiting
libraries and towns with populations of under 50,000.

Outstanding among the more unusual objects to be receiving
homage in a muscum setting are a sericus, no frills leather
saddle by Smith-Worthington Saddlery Company, a full-size
birch bark canoe by Henri Vaillancourt, a set of carved
bone crochet hooks by Dennis Bosch, and handmade paper

by Howard and Kathryn Clark (Twinrocker Handmade Paper).

Lloyd Herman, Director of the Renwick Gallery, has organized
a collection that promises to bring this gallery to the
forefront in being the first major exhibition to recognigze— m;\\
the mood of the nation in looking toward the roots of oy o
_cultural heritage. The focus of the exhibition is on f§A

utilitarian crafts objecte. For decades, attention has
been focused almost exclusively on the artist-craftsman\_ i
making one-of-a-kind objects, and too little attention e
has bheen paid to the production craftsman. With the

upcoming "Crafts Multiples" exhibition, the Renwick will

be setting the pace of future exhibitions by examining well-
designed and well-executed multiple objects by craftsmen

with high creative and technical standards.
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(Enclosures: slides of various pieces exhibited in the
show. Please return to the Crafts Program after viewing.)
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THE WHITE HOUSE
WASHINGTON

Questions from Mrs. Byers @ Renwick:

1.

People involved at Renwick (in order)
Dr. Joseph C. Taylor

Lloyd Herman

Michael Monroe (Assoc. Curator)
Miriam Plotnicov (coordinated show)

Should she tell anybody.
What should they do in terms of press?
Any announcement from them?

When will we announce?

Should they have any of the craftsmen
there.
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THE WHITE HOUSE

WASHINGTON
June 24, 1975

MEMORANDUM TO: PEFER SORUM
FROM: SUJAN PORTER

SUBJECT : Action Memo

Mrs. Ford has accepted the following out-of-house
invitation:

EVENT: Preview of the "Craft Multiples" exhibition
GROUP: Renwick Gallery

DATE: Wednesday, July 2, 1975

TIME: 2:00 p.m.
PLACE: Renwick Gallery

CONTACT: Margery Byers, Chief, Office of Public Affairs
at the Renwick Gallery ‘
381-5503

COMMENTS: Mrs. Ford, Lloyd Herman, Curator of the Renwick,
and Nancy Hanks, Chairman of National Endowment
for the Arts, will preview the exhibition "Craft
Multiples" at the Renwick Gallery on July 2. This
will also be a press preview. The show will open
to the public on July 4. Background material in
the attached file is quite complete. At 3:30 on
the 2nd, Mrs. Ford has another event at the White
House. Thank you.

c: BF Staff

Red Cavaney

Warren Rustand

William Nicholson ‘ v
Rex Scouten P

. o ‘(/
Staircase L )
=
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THE WHITE HOUSE
WASHINGTON

June 18, 1975

TO: Susan Porter

FROM: Sheila Rabb Weidenfeld

Nancy Hi(;ﬁﬂSPOke _to Mrs. For
this for(July 2nd.’) A decision
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will

have to be made soon. Mrs, Ford

indicated she wanted to do it.
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June 13, 1975

Mrs., Sheila Rabb Weidenfeld
The Vhite House ~
Washington, D.C.

Dz2ar Sheila:

It was good to talk tc you this afternoon, and I hope we
shall meet -soon. As you know, we would be most pleased

and honored if Mrs. Ford could visit the "Craft Multiples"
exhibition at our Renwick Gallery.

The enclosed press release will give you a brief descrip-
tion of the show., The only variztion in the final versicn
now being duplicated is that the jurors are listed: Lois

Moran, Birector of the Research and Fducation Department

of the American Crafts Council; Hedy B. Landman, Director
of the Danforth Museum in Framingnam, Massachusetts; and

Lloyd E. Herimnan, Diresctor of the Henwick.

Mrs. Ford might be particularly interested in the Michigan
representation: a black ash basket, with raised loops suz-
gesting the cuills of a porecupine, by Edith Bondie — a
Chippewa Indian from Hubbard Lake; a steel, brass, andi hard-
wooad food chopper by Donuld Francisco of Kalamazoo; a black
wzlnut and leather chair by William Leete of iarquette. In
addition, the jury selected two pieces by District of Col-
vabia residents: a glass and acrylic table by Jeffrey Big-
clow, and a "Miss Havisham" scrap doll, inspired by ths
character in :Charles Dickens' "Great Expectations," by Tim-
othy Evans. :
As we agreed, I shall phorne you late next week, but please
cet in touch with me before then if there is anything Mrs.
Ford or you would like tc kncw.

Sincerely yours,

L ,’\;u-':_fv’g;_ -
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Margery Byers
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TG: MATIONAL. COLLECTION OF FINE ARTE., MMITHSOMIAN INSTITUTION, WASH! NGTON, D.C..
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FOR IMMEDIATE RELEASE

"CRAFT MULTIPLES"
. AT »
THE RENWICK GALLERY

Both traditional and contemporary designs are featured in this
exhibition of 133 useful objects of metal, clay, glass, Ffiber,
wood and other materials made by 126 eraftsmen in 36 states and
the District of Cclumbia., "Craft Multiples" opens at the
Renwick Gallery of the Maticnzl Collection of ¥Fine Arts, Smith-
sonian Institution, on July & and continues through February 15.
Ciiosen by national competition, with entries received from 2380
craftsmen, the show represents the best of American production
crafts -- those made in at least ten of the same design. Of the
126 craftsmen, the majority in their mid-20s and 30s, almost half
earn their living from handcraft production, and over fifty porcent
live in rural areas. :

In size, the objects range from handcarved cattlebone crochet hooks
to a 15-foot’ birchbark canoe; other pieces sclected include sterling
salt and pepper shakers, hand puppets, a Revere lantern made of

sheet brass, jewelry, a glass and plexiglass table, salt dough
Christwmas ornaments, a spinning wheel, ceramic teacups, and

woven baskets. Because of space limitations, cleven objects --
including an Amish buggy, and a firce balloon envelope -and carriage --
are represented by large color photographs.

Wihis exhibition," Lloyd Herman, Director of the Renwick, writes
in the illustrated catalog, "was organized to rcaffirn the valid-
ity both of traditional design that continues to have an appeal
today znd of the ncw expressions, ereated for the moment, that

may become part of a future heritage....The approaching Bicentennial
of the American Revolution gave strong iwmpetus Lo the intevest we



directed toward craftswen working today to produce utilitarien wares
of quality as their counterparts éid in an earlier period in America."

1

With a2 few excentiong, the Rapwick purchased the fiwst of each
edition for the exhibition, and the remziniug nine or more are
available to the general public. The craftsmen set their own
prices, and the Renwick will serve only as a contact, providing -=
upon request -~ the price, and the craftsman'’s address and phon

number.

Miriam Davidson Plotnicov served as the coordinator of the exhibition
and, with the 2id of an anonymous gift and a grant from the National

Endowment for the Arts, the show will tour for three-years—totorms-
with a population of under 50,C00.
6/10/75 SI-158-75

For further information contact:
Margery Byeors (202) 381~5503 or 5528
Gerald Lipson (202) 381-5911




Yo: Florahnoa Lows May A0 18T
Frows - o Blena Cagavior

Subject: Crafts "Renwick Multiples® Dxhibitioa(BiCartennial)
at the Renwick Callery...Dates:

it 3 =

July 2, 1875: 2:00 pemc

Private preview for Mrz. Fotd with several of the crafi

d menmbers of the press.

o
~

Jauly 3, 1975: %
Preview for the craftsmen and the press.

July 4, 1975: ok
fficial opening for the public.

Lloyd Herman, Director of the Renwick Gallery, would like to
know if Mrs. Ford is interested in meeting at the Renwick

in a privately schedvled preview with a few of the craftsmen
represcnted in the exhibition and members of the press; this
would occur on July 2. If so, he should bz contacted-381-5811.

Subject of Renwick Show: X

To honor the craftsman's tradition in an earliexr America,

the Renwick Gallery, a division of the Smithsonian Instituvte's
National Collection of ‘Fine Arts, has organized an exhilbition
for Aperican working production craftemen who prcduce multiple
objects. Entitled "Crafts Multiples”" this exhibition of 133
handcrafted objescts will open at the Renwick Gallery July 4,
1975 and centinue until October, 75. Beginning in the soring
of 1976, in reccgnition cof the BiCentennial, the exhibition will
tour for three years to small museuns, art centers, exhibiting
libraries and tovns with populations of under 50,000,

Outstanding among the more unusual objects to bz receiving
homage in a muscum sctting are a sericus, no frills leather -
saddle by Smith-Worthington Saddlery Company, a full-sizs
birch bark cance by Henri Vaillancourt, a set of carved

bone crochet hooks by Dennis Bosch, and handmade paper

by Howard and Kathryn Clark (Twinxocker Handmade Paper).

Lloyd llerinan, Pirector of the Renwick Gallery, has orgonized
a collection that promises to bring this gallexy to the
forefront in being the first major exhibition to recognize
the mood of the nation in looking toward the rools of ourxr
cultuxal heritage. The focus of the ‘exhibition is on < Fop
utilitarian crafts objects. For decades, attention has/é;’-‘jh
been focucsed almost exclusively on the artist-craftmnmyg
making one-of-a~kind objects, and too little atitention

l\/

-
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has bheen paid to the production craftsman. With the
upcoining "Crafts Multiples" exhibition, the Renwick wil

. be setting the pace of future exhibitions by examining well—
designed and well-exccubted multiple cbjects by craftsmoen
with high creative and technical standards.

(Enclosuras: slides of wvarious pieces exhihited in the
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THE WHITE HOUSE

WASHINGTON
June 24, 1975

MEMORANDUM TO: PEFER SORUM

FROM: SUSAN PORTER

SUBJECT : Action Memo

Mrs. Ford -has accepted the following out-of-house

invitation:

o

EVENT: Preview of the "Craft Multiples" exhibition
GROUP: Renwick Gallery

DATE: Wednesday, July 2, 1975

i
v&éégﬂp TIME: 2:00 p.m.

PLACE: Renwick Gallery

CONTACT: Margery Byers, Chief, Office of Public Affairs

at the Renwick Gallery
381-5503 EM2L-§(YY

COMMENTS: Mrs. Foxd, Lloyd Herman, Curator of the Renwick,

and Nancy Hanks, Chairman of National Endowment
for the Arts, will preview the exhibition "Craft
Multiples” at the Renwick Gallery on July 2. This
will also be a press preview. The show will open
to the:public on July 4. Background material in
the attached file is quite complete. At 3:30 on
the 2nd, Mrs. Ford has another event at the White
House. Thank you.

BF Staff

Red Cavaney P T
Warren Rustand /é* g
William Nicholson (= %.
Rex Scouten o 3
Staircase : N
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THE WHITE HOUSE
WASHINGTON

June 18, 1975
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FROM: Sheila Rabb Weidenfeld ()/ﬁﬂkul7
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Nancy Hanks spoke to Mrs. For about
this for(fliy 2nd, ) A decision will
have to be ma made soon. Mrs, FPord
indicated she wanted to do it.
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June 13, 1975

Mrs. 8heila Rabb Weidenfeld
The %hite House
Washington, D.C.

It was good to talk toc you this afternoon, and 1 hope we
shall meet.soon. As you know, we would be most pleased

and honored if #rs. Ford could visit the "Craft Hultiples™
exhibition at our Renwick Gallery.

The enclosed press release will give you a brief descrip-
tion of the show. The only variztion in the final version
now being duplicated is that the jurors are listed: Lois
Moran, Director of the Research and Education Department
of the American Crafts Council; Hedy B. Landman, Director
of the Danforth Museum in Frgm;ngndm, Massachusetts; and
Lloyd . Herman, Dirsctor of ths Henwick.

Mrs. Ford might be particularly interested in the Michiman
representation: a black ash basket, with raised loops sug-

(%3

gesting the quills of a poreupine, by Edith Bondie — a

EIGHTH AND G STHEETH., N V. WAGSHILNGTC ™M

o NATIONAL COLLECTION OF FINE ART

&3

Chippawa Indian from Hubbard lake; a steel, brass, and hard-

vood food chopper by Donald Francisco of Kalamazooj a blasic

walnut and leather chair by William Leete of HMarquette. In
addition, the jury selected two pieces by District of Col-
vmbia residents: a glass and acrylic table by Jeffrey Big-
clov, and a "Miss Havisham" secrap doll, inspired by the

character in ‘Charlss Dickens' "Great Expectations," by Tim-

othy Evans.

" -

Ford or you would like to know.

Sincerely yours,

Marger hv~r"
Chiaf, Cfilce of Public
Affairs

NAL SOLLECTION OF FINKE ARTO, ®MITHGON ,AM IRSTITUTION. WASHINGTON,

/
As we agreed, I shall phone you late next wesek, but please/>®

get in touch with m= before then if there is anything sqg
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FOR IMMEDIATE RELEASE

MCRAFT MULTIPLES"
AT
THE RERWICK GALLERY

Both traditional and contemporary designs are featured in This
exhibition of 133 uvseful objects of metal, clay, glass, fiber,
wood and other materials made by 126 craftsmen in 36 states and
the District of Cclumbia, '"Craft Multiples" opasns at the
Renwick Gallery of the Naticnal Ccllection of Yine Arts, Smith-
sonian Imstitution, on July & and continues through February 15.
Chosen by national competition, with entries received from 2300
craftsmen, the show represents the best of American production
crafts -~ those made in at least ten of the same design. OF the
126 craftsmen, the majority in their mid-20s and 30s, almost half
earn their living from handeraft production, and over fifty parcent
live in rural areas. :

In size, the objects range from handcarved cattlebone crochet hooks
to a 15-foot’ birchbark canoe; other pieces selected include sterling
salt and pepper shakers, hand puppets, a Revere lantern made of

sheet brass, jewelry, a glass and plexiglass table, salt dough
Chyristwas ornaments, a spiuning wheel, ceramic teacups, and

‘woven baskets. Because of space limitations, eleven objects --
including an Amish buggzy, and a free balloon envelope and carriage --
are represented by large cclor photographs.

“ihis exhibition," Lloyd llerman, Director of the Renwick, writes

in the illustrated catalog, "was organized to reaffirm the valid~
ity both of traditional design that coantinues to have an appeal
today @nd of the necw expressions, created for the moment, that

may become part of a futurc heritage....The approaching Bicentennial
of the American Revolution zave strong iwmpetus to the interest we



directed toward craftsuon worxlking today to produce utilitarian wares
of quality as their counterparts ¢id in an earlisr period in Aaeriea.”
With a Few excentions, the Rewvwick puvchased the finst of each
edition for the exhibition, and the remazining nine or more are :
available to the general publie. The craftsmen set their own

prices, and the Renwick will serve only as a contact, providing -- -.
upon request -- the price, and the craftsman's address and phone
number.

Miriam Davidson Plotnicov served as the coordinator of the exhibition
and, with the aid of an anonymous gift and a grant from the National
Endowment for the Arts, the show will tour for three—years—to—towns—
with a population of under 50,000.

s

6/10/75 SI-158-75

For further information contantﬁ
Margery Byers (202) 381-5503 oxr 5528
Gerald Lipson (202) 381-5911
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L B Flosonoss Love ; May 36, 1375

B rcnts ' Elenn Caaaviet
Subiject: | Crafks "Rent 'i« R Iultiples” BExhibition(BiContennial)
at the Renwick Galle EEY . . < Datess
s .
JUL\' 2, 1875: R:00 awc
rivatoe previeﬂ for Mirg. foftd with several of the craftism=n
d ninbers of the press. 3

gLy - 3 19753 _. o
Preview for the craftsmen and the press.

July 4, 1975: :
Cfficial opening for the public. y
Lloyd Herman, Director of the Renwick Gallery, would like to
know if Mrs. Ford is interested in meeting at the Renwick

in a privatuly scheduled preview with a few of the craftsmen
represented in the exhibition and members of the press; this

would occur on July 2. If so, he should be contacted-381-5811l.

Subject of Renwick Show: .

To honor the crafisman's tradition in ai earlier America,

the Renwick Gallery, a division of the Smithsonian Institute
National Collection of ‘Fine Arts, has orgenized an exlhibition
for American working production craftsmen who produce multiple
objects. Entitled "Crafts Multiples" this exhibition of 133
handcratted objectu will open at the Renwick Gallery July 4,
1975 and ceontinue until October, 75. Beginning in the spxing

of 1976, in recognition of .the BiCentennial, the exhibition -itl

tour for three years to small museurs, art centers, exhibitin
libraries and towvns with populations of undear 50,000,

Outstanding among the more unusual objects to be receiving
homage in a museum setting are a sericus, no frills leather
saddle by Smith-W lfhlnoboq Saddlery Company, a full—size
birch bark canoe by Henri Vaillancourt, a set of carve

bone crochet hocks by Dennis Bosch, and handmade pdper

by Howard and Kathryn Clark (Tw1nrocher Handmade Paper).

Lloyd Herinan, PDirector of the Renwick Gallery, hds orgonized

a collection that promise to bring this gallexry to the

forefront in being the first major exhibition to recognize

the mood of the nation in looking toward the roots of our

culturel heritage. The focus of the exhibition is on

utilitarian crafts objects. For decades, attention has

been focuvsed almost exclusively on the artist-craftsinan

making one-of-e~kind objects, and too little atiention

has hceen paid to the prodiaction craftsman. With the

upcomning "Crafts Multiples" exhibition, the Renwick will

be setting the pace of future oyh1b+ulonb by examining well-
designed and well-exccuted multiple cbieccts by craftsmen

with high creative and technical standacds.

(Enclosures: slides of weriocus pleces exhibited in the
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THE WHITE HOUSE

WASHINGTON

June 30, 1975

MEMORANDUM FOR: MRS. FORD

| | £y
VIA: RED CAVANEY,
FROM: PETER SORUM,", L

SUBJECT: p YOUR PREVIEW OF THE "CRAFT
’ MULTIPLES" EXHIBITION
Renwick Galley , '
Wednesday, July 2, 1975

Attached at TAB A is the proposed schedule for the subject event.
APPROVE DISAPPROVE

BACKGROUND

“Craft Multiples' is an exhibition of 133 useful objects of metal,
clay, glass, fiber, wood and other materials made by 126 craftsmen
in 36 states and the District of Columbia. The items, which will

be on public display beginning July 4th, were chosen from 2300
entries in national competition. At the conclusion of the Renwick
showing on February 16, 1976, the show will tour the United States
visiting towns with population of less than 50, 000,
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1:55 pm

2:00 pm

2:05 pm

2:30 pm

2:35 pm

6/30/75
6:30 pm

PROPOSED SCHEDULE

MRS, FORD'S PREVIEW OF THE
"CRAFT MULTIPLES" EXHIBITION

Renwick Gallery
Wednesday, July 2, 1975

Mrs. Ford boards motorcade on South Grounds.

MOTORCADE DEPARTS South Grounds en route
Renwick Gallery.

[Driving time: 5 minutes]
MOTORCADE ARRIVES Renwick Gallery.

Mrs. Ford will be met by:

~Dr. Joshua Taylor, National Collection of Fine

Arts Director
Lloyd Herman, Renwick Gallery Director

Mrs. Ford, escorted by Dr. Tavylor and Lloyd Herman,
proceeds to second floor gallery entrance. '

Mrs. Ford arrives gallery for preview tour of '"Craft
Multiples" Exhibition.

PRESS POOL COVERAGE

Tour concludes,

iyad¥

Mrs. Ford arrives Octagon Room.

C

Mrs. Ford will be met by:
~ Michael Monroe, Associate Curator, Renwick
| Gallery and Exhibition Designer
Miriam Plotnicov, Exhibition Coordinator




2:40 pm

2:45 pm

2:50 pm

-2

Mrs. Ford departs Octagon Room en route motorcade
for boarding.

MOTORCADE DEPARTS Renwick Gal’lezy en route
South Grounds.

[Driving time: 5 minutes]

MOTORCADE ARRIVES South Grounds,
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Covering Renwick Visit

Trude Feldman
= Mary Tuthill -- Bmkk Booth Newspapers
~— Sophie Birnham - Family Circle
Lillian Levy
= CBS - 2 people
Mrs. Kravikas
Sally Steel - Enid Publishing Co.
Naomi Nover - News Service

-~ Sarah Booth Conroy -- W. Post.

Yok Clniny

TV [ g% g
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For itmunediate release

Tuesday, July 1, 1975

THE WHITE HOUSE
Office of the Press Secretary to Mrs. Ford

Mrs, Ford will preview the "Craft Multiples' exhibition at the
lenwick Gallery Wednesday, July 2 at 2p.m.

She will go through the exhibition with Dr. Joshua Taylor, director
of the National Collection of Fine Arts, and Lloyd Herman, director
of the Renwick Gallery. She will also meet Michael Monroe, the
“associate curator of the Renwick and designer of the show, and
Miriam Plotnicov, coordinator of the "Craft Multiples' exhibition.

The exhibition consists of 133 handcrafted designs of metal, clay,
class, fiber, wocd and other materials made by 126 craftsmen in
36 states. The show opens at the Renwick Gallery July 4 and
continues through February 16.

The 133 items were selected in national competition from more
than 2300 entries. Most of the craftsmen whose work is
represented are in the mid-20s and 30s and almost half earn their
living from handcraft production.

ollowing its exhibit at the Renwick, the show will tour for three
years throughout the United States.

# # # #

press note: space in the gallery during Mrs. Ford's tour
is greatly lirmited. Press interested in covering should
notify Mrs., Ford's press office.
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MRE€. FORD-GIFTS

WASHINGTON (AP) =~ FIRST LADY BETTY FORD DISCLOSED TODAY THAT THE
PRESIDENT HAS BEEN EXCHANGING PHOTOGRAPHS IN SILVER FRAMES WITH
VISITING HEADS OF STATE IN AN EFFORT TO ELIMINATE THE PRACTICE OF
EXPENSIVE GIFT-GIVING ON STATE VISITS.

MRS. FORD SAID °*°'THAT DAY IS GONE,’*' REFERRING TO THE GIFT-GIVING,
ALTHOUGH SHE CONCEDED IT IS °*°*QUITE DIFFICULT TC GET OTHER COUNTRIES
TO GO ALONG.''

BUT, SMILINGLY, THE PRESIDENT'S WIFE SAID, ''IF THE QUEEN CAN MAKE
THEM HER STATE GIFTS,'*® IT WAS EQUALLY APPROPRIATE FOR THE PRESIDENT
TO DO IT, AN APPARENT REFERENCE TO ENGLAND®S QUEEN ELIZABETH.

MRS. FORD TOLD REPORTERS ABOUT THE NEW GIFT-GIVING POLICY WHEN SHE
WAS MAKING A LEISURELY HALF-HOUR TOUR PREVIEWING A RENWICK GALLERY
EXHIBIT OF AMERICAN CRAFTS MADE BY 126 CRAFTSMEN FROM 36 STATES AND
THE DISTRICT OF COLUMBIA, WHO WERE WINNERS IN A NATIONAL COMPETITION.

MRS. FORD EXPRESSED HER APPROVAL OF THE ITEMS RANGING FROM A
HAND-MADE BIRCHBARK CANOE THAT SELLS FOR $858 TO A $5 EGG SEPARATOR.

SHE SAID IT WAS °*°'AN IDEAL SHOW'® PARTICULARLY FOR THE BICENTENNIAL
YEAR AND WAS PARTICULARLY IMPORTANT BECAUSE AMERICAN CRAFTSMANSHIP IS
DYING OUT.

SHE WAS ASKED IF SOME OF THE ITEMS MIGHT BE CONSIDERED FOR OFFICIAL
GIFTS AND SHE SAID IT WAS °*'A LOVELY IDEA -- IF WE COULD AFFORD IT.'’
THAT'S WHEN SHE NOTED THAT THE FORDS ARE TRYING TO END ELABORATE GIFT
EXCHANGES. / % 8 FO5,
B7-02-75 202 19EDT






JURORS' STATEMENT

.

In judging submissions to the competition Craft Multiples through the

medium of slides, primary consideration was given' to design. Each
work was also judged for craftsmanship and function. Purely decorative
objeqts and miniatures were not sel;ected for this exhibition, which
focuses on the useful. Nof w;ere any motorized speed vehicles accepted,
since the degree of their craftsmanship in technical and functional terms
can be more properly evaluated in an exhibition deal‘ing specifically with

such vehicles.

The jury examined works in the contémporar_-y idiom for the originality

or directness with which they treated conventional usages, as well as

for their reproductibility.

" Traditional designs were selected with a concern for the craftsman's

personal interpretation of the tradition and the appropriatepess @f .,

the object to contemporary life. ) ‘ £

Some types of crafts within given media were sparsely represented
and thus a broad comparison of style and technique was not possible

in some cases, Nevertheless, if a work met the criteria of design,

4




among total submissionas.

Although there were hundreds of submissions in several craft media,
certain kinds of products to which the c‘ré.ftsmm;’g imagination and
knéw-how might be direcfed were totally Imissmg. Well represented
were ceramic table and kitchenwaré, wqodén toys, chairs, and
casual tables, pillows, jeyelry, dclls, and musical instruments.
Less frequently submittéd :‘were examples of stitchery (other than

~ in quilting and dolis), printed textﬂea. apparel salt‘glaze ceramics,
large-scale ceramics, rugs (rya, rag types), enamels, earrings and

pins, beds or headboards, two-to three~person seating, and large tables,

Many excellent design ideas were evident, but often they were not

sufficiently developed or were gpoiled by c‘a‘x;elesa workmanship.

The value to the craftsman of clear, "readable" pﬁbtographs must
‘be stressed in any competition where sglides are surrogates for

actual works.

Lois Moran

Director, Research and Education Department <N

American Crafts Council ' \ \j




Production Craftsmen Today ' \

The terms '"production cfafts" and ''production craftsman' are ‘ N
understood well enough by craftsmen, to judge from the thoﬁsands
of letters and cards recei?red at the ‘RenWick‘Gél'lery redyesiing
entry forms for the Craft Mui"ciples competition. 'E[‘here was some
uncertainty, however, about whethgr thé general public would share
this. understanding. Any persbn agreeing to produce an edition of ten
like objecté with only those'"{'ldiffere'nces natural to any object of hand-
craft became a production craftsma'h for the purposes of the competi-
tion but we at the Renwick Gallery needed a definitign. We thought
that one could be arrived at by deciding at which pofnt a large craft
business becomes a smali industry,- and by sorting oqt the,ﬁways., in
which production crafté félafcg. to folk art“ a;ld the fme arts, and to the

" work of designer craftsmen and industrial designers. -

One day, during the course of aifelephone convergation, a m*@i’/
silversmith said, "a productidn-*giraftéman makes a living making 3 !
things people want to buy''--and tilat seemed like a workablé, sir:;fi;le
definition because it includes the customer as a key part of the équatiqn.
With the customer in mind, it seemed right to say that a production ‘

craftsman makes multiple copies of objects that combine his personal

expression of our culture and traditions with his customers' demand



for wares useful in everyday life.

Our questions concerning the way a production craftsman
makes his product centered on the;f améuht of work that a craftsman
could aésigr; to other craft workers wifhout supervision, and whether
machine processes and power tools change a handcraft design. Must
one craftsman make an gn}tire{obje'ét or may he work as part of a
team,_ each man COmpleﬁl:lgvh;;a' part in an assembly sequence? Should

the craftsman use only hand tools?

The craftsman with employees works througl"iv"tﬁem, thus, a
responsible production craftsman v;hd hirés one or forty craft workers
. must--and does--supervise every p;oductiqn step and ioaiss jﬁdéément
on the finishedAproduc»:t ‘so‘ that he may be certain the quality of work-
manship he desires will be maihtained. ,Thelcr;a\fféman w‘orkiinvg‘alo‘ne_
obviously makes all aesth..étic and technical decisions hii!iself. but
oftentimes skilled craft wdrkers contribute in this area. . Emil Mila;q.r
who carved the cutting board anci'scoop in figure . cle'a“reci‘ai’sj;
most of these problems by saying, ''Since Ibeliev;e that each pieg:e’I,(;’.:"”.,°

-
do should be the best that could be done, it doesn't matter what tool‘ s
I use, whether it's hand tools or power tools. The method shouldn't.

show.'" Ultimately it comes down to that. The method should not show,

and when it does the craftsman has failed.



Tools have been with us from the beginning--some for so long

that we no longer consider them tools but think of them as simple

implements of handcraft. But a needle is a tool, and if you look
back far enough there was a time when even needles made from bone
or a thorn did not exist. A spindle is a tool and a shuttle'is a tool and

a handloom is a tool also. The hammer is a tool and so is an awl or

a froe. But what about a gewing machine, or an electric saw, router,

sander, or planer?
.
The potter's wheel is part of mankind's early technical history;
does the addition of an electric moter change its fuﬁéiion? Environments

for controlled heat, such és forges and l{ilns; are equally ancient. Why

- ghould it matter if an electric blower is attached o if the primary

_source of heat is gas or electricity? Is thé lost4v¢:§y casting technique

fundamentally changed because a mold is filled with' hot metal in a
motor-driven centrifuge?

s

The future must be taken into account as well, when materia}s;
tools, and processes that now we can only imagine will be commeonplace
to craftsmen; but being craftsmen, they will make their objects with , '

the same care and skill that is used by craftsmen today.

It is quibbling to define a craftsman by the tools he uses to produce

v
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his work, though the inclination remains to ‘insist that power tools

be hand guided. Craftsmen will adopt new machines as they develop
to make work lighter and new techniques to make new design concepts
possible or improve older;fabrica{ion n'ie:’thods. . The curved wedge
~structure of ’Arthur Carpéhtér's desk (f1g ) is possible because
we now have adhesives that w’ill hold under great stress. Better mor-
dants for dyes, improved paints, welding, electroforming, and count-
less lother new technical ac‘ivfances are additions to a craftsman's
vocabulary of techniques. The unchvanging factor is the skill and

care that each craftsman brings to his methods and materials. "The
method shouldn't show. " The care and skill investéd"in any craft

object always does show. '

N
Kd

Time honored methods n"ée'd not be d:iscarde'& and a craftsman
is free to work the way he pleases. Henri Vaillanéourt works alone
and uses nothing but the hand tools traditional to his canoépqildivng, o

whereas forty employees under Nancy Patterson's supervision hand ____
’ . - Q‘;ﬁ Fal?ov
Ot

finish and decorate her Iron Mountain Stoneware.

Timothy Barr and Paul Buckley, makers of the ball cabinet ang °
the gate-leg table, shown in figures and respectively, are part
of a three-man co-op in which each man works independently in a

well-equipped woodworking shop, sharing tools, supplies, and opera-

B
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ting expenses. Union Woodworks, represented by the conference

table shown in figure , i8 a partnership of four young men. Here,

. each man has a special function for the business and gerierally wcxfks o

jyffaioue on individual commissions '@nier:a big job demands team work.

Arrangements such as these cooperative and par;cnership systems

~ help craftsmen to establigh themselves as small businessmen--not an

easy task considering the gavernment restrictions and paper work

ready to descend on any person who becdmes' an erﬁployer. ‘Labor

: ':“Iaws passed during the early Roosev'elt administration* killed any
possibility for cottage mdustry in the United States, and subsequent

' tax and safety laws have created problems that block the way of

craftamen who could make and sell much more than ‘they do but ‘have no

. ,;patlence or time to spend .on completmg the forms and reports required
‘once a single craft worker is hired. Some decxde expansion is not

| worth the trouble and continue to work alone, making a'éteé‘dy but

,_ limited income and never catc;hing up on the backlog of prdeig frOm »

o
s

~ *Nathaniel K. Fairbank, Handcraft, an Investigation of th‘ek pxk'es'ent"',; |

and potential market for non-competitive handcraft in the United = ¥

States, Divigsion of Self-Help Cooperatives, Federal Emergency Relief
o

r- FoRy
Adminigtration, 1934. : 33" }E
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waiting customers. Others find some way to take the leap and hire
or train the skilled help necessary to expand production and still
maintain high quality. But progression from craftsman to craft

business remains a leap--not the éé,sy, grbwth it.should be.

REDBPTITER,

Some of the foregoing helps to define the production craftsman.

Working either alone or with assisténce. he make multiples of an ;
object that he plans to seIL ,:}Ie may or may not use machine or power E‘
tools, but if he does use them, they are generally hand guided and i;

never do his tools determine an object's appearance. He may use

any mé.terials that are suited to the purpose of his ici&esign and he puts

his greatest skill and care ‘into his work. His design may be innovative
"’ and meant for a small and exclusive clientel; it may be a eénteniporary :
interpretation of conventional fblrms directed tovv‘ar'-:d, a wider market, - ‘”

or it may be traditional and exactly reproduce early design forms.
It can be useful here to remember how the traditional craftman differs.

He is not an innovator, nor does he intend to be, and he deairestok?ep
e e e e ) : ‘ LT A 'd

s ¥

e

clagsic design forms and craft techniques alive. \ o P

The one thing a genuine production craftsman does not do is wo;“l{'
in isolation. His exposure to the world precludes that. His first

decision, to earn a living by his own labor, guarantees constant dil ey
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action with the people who are his customers. The production craftsman
proposes to exercise his skills on behalf of others not gifted with his
deft hands and patience and his discipline--or with his daring to live

a life stripped of the protections é_nd ihsurances_most people want.

Joseph Mannino, the céramist whose serving platyter;is Shown

| in figure  , | responded dec;si§éiy when asked why he ‘iks, a crafts?
e Yy

| Even though the workman's I?enefits are nonekistent (no medical
insurance,  no paid vacations) and the "system_" at times seems
to be set on crushing th e small, small businéégman, I'ma
craftsman. Freedo}n ig why.‘t AFre"e'dom to, w‘@rk when I want

and on what I wanf;v:'f‘féedoﬁ}o play. many roles artlst,
chefnisf.,l laborer, saleéi;nan. The ‘freedom'-‘bf A,feelin‘g ;_n con-
control of one's being and direction. I don"t'p'ut in a niné-to- ~
five day and then go‘”home to lead a second life. M‘y craft is my
lifestyle; to me an eighteen-hour kiln firing is not Vﬁveri:ime;!"g
crafts fair is a vacation. A : . L f
‘The vprqductio'n critsman likes to travel in his own way and at his
‘own speed; h;xs independenﬁ nature forces him to the course he takes.

Wood craftsman Arthur Espenet Carpenter (fig. ) describes himself

as "an irascible individualist who couldn't do the team trip." Like most



craftsmen he is his own manager, buyer, salesman, bookkeeper,
advertiser, and repairman. "A craftsman, like a farmer, is an
independent man using all his faculties--body, mind, and spirit.
He is directly responsible for his”;proéu-‘ct and f@r himself. :“There

are no excuses except for God and the weather. "

From their own comments about themselves the men and women
in this exhibition see craftégnen as egsential to society, not to provide

for our everyday needs--which our machines take care of fairly well

~--but esgential to nurture those undefined areas of the spirit that niake
our lives truly rich. They make things that pleaséﬁ‘ and serve others.
They take pleasure in maétering the disdipline of their craft, con-

celving an idea and Workihg it into reality, ,and paséiﬁg ft'éidng*to

another.

Instrument maker Sam Rizzetta writes, "most of all I take delight

in hearing the first voice of a new instrument and knowiﬁg that my
instruments, an end in themselves for me, are the begin:iing of a’,;ﬁ
Ly >

-

’,creative expression for others."‘ Furniture maker Shinichi Miyazaki
speaks about another aspect of craftsmanship: "When [a craftsmén'q:}.’
akills are applied to the proper materials the result is unique and
artistic to a degree impossible to obtain by mass production. And when

we use such furniture, the craftaman's joy in creation is somehow
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 communicated to us and we partake of it."

The stories about the ways in which the 126 men and wo‘men e
V inciuded in this exhibition became’ ;:raftsmen are testimony affxrming
that craft trz’:xdxtions are passed from older generations‘tc the young. |
' ' Most are‘part of our post World War II generation, now in their mid

ﬁvénties and thirties, ‘with a sprinkiing of young éollege students and

: several participants whose ages range into the early s1xt1es. 'Probabl'y

o A,half of them picked up the basic techniques of thexr partlcular medium-«-f '

plus a respect and appreciation for handmade ob]ecta-—from c}nldhood ,
surro'undings. Many of the woodworkers learned their first skills :
from their fathers, for mstam:e, and several craftsmen in the ﬁber o

2 catagory also learned quﬂzmg or weavmg fvom famxly memhers. Foxf

others craft instruction in grade school or hlgh school creat ed an M -

} 19_terest that was gparked to life again bylepportunines to ;study ~craft

in college.

E s 'x:gf

Often the craft studied in a school sxtuation is not the one fzqally |

chosen as the medium that best sults the 1nd1v1dua1 When this medium '

is discovered, he will seek out the necessary information wherever ¢ )

it is to be found: from books or from the advice of other craftsmen, frdm

locating a person or place where a suitable kapprenticeship can be

arranged, or from teaching themselves through trial and error

TN TR
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experiments. Whichever the way he learns his craft, he will recognize
the process as an instinctive, even inevitable, groping toward personal

fulfillment.

For such a small gir'o’uﬁ{ a nétice'aﬁle pom;i'og studied advanced
technology of some kind, 'vor were trained a}chitects or enginéers
employed in their field, who decided that they really should be
craftamen. Broom makér;' Jgr::s Wennberg, formerls{ a managing
enginéer with a major »indhs;fial firxﬁ, relates a drarxiatic change in

his lifestyle: ’
| I found that too much of my energy went to thé}éﬁrporation and

I left too many things I wanted undone. 1 moved to my farm

near Ithaca, New York, built an addition to‘ the' citin. 1 grow
~half of my food, do some aculpting"éif;d work;ga}é na'vo)lunteer

T

mcgﬁ;‘xselor. cee,
1 was looking for a craft. 1 went to the Fox Hollow Festival,
Petersburg, New York, a festival of traditional music., Henry
, C N
Young, a broom-squire from Ohio, was there. 1 took one look
and said, "That is the craft for me." I sat down beside hixﬁ‘

for four days and he showed me how to make brooms.
6% F&;B‘.
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I am one of the traveling people in the tradition of the Connecticut
peddler, the tinker, the gypsy. I go from fair to fair, demon-
strate broom making, and sell my wares. I have a truck rather
than a horse and wagon. My bro‘ot'ms follow the pattern of

eighteenth century’:'New,, England.

The United States is today well-blessed with craftsmen who
work chiefly for the joy of 'eharing joy, like kitemaker Heloise Lochman.
- _drawn into the street-artist scene in the San Francjsco Bay area,
where she began making kites to sell. Hip and str;.iivght alike bought
them--everyone likes kites--and now‘; i)vith the help of her husbend,

' ghe has a full-time kite'¥makihg Business,; A don't':;c-hink I would feel
this way about another craft. ~ Kites have“-rspecial ‘qualities. . .they
"embody the things I love--beauty, peace, hermonys‘r; freedom--in a
way nothing else can. I will make kites the way a plant makes flowers. "

, . o o ;;?)g“
Potter James Pringle relates his ceramic forms directly 1o,
. LN
contemporary life in the United States. He recalls,
Through the first two years of graduate school I was under what

I call the oriental mystique in pottery. I was trying, and was



-12-

being taught to try, to make a Chinese- or Japanese-type pot.

TR

After two years of struggling with this and not getting very far,
I ran across a book which ligsted the work of Hans Coper, Lucy
; Rié, and Gordon Baldwm,and! fe}élized ;}ien that I am not an
Eéstex:n'-type‘onf pei'kson§~ Iam a Wester‘-n/e’r,k‘ and if ’is'realiy
false for me to try to make pottery in the Eastern tradition. ...

where the prime importance is on static design. ...I realized

| that' it was possible to make pottery and concentrate on a

R T A R R I R TR AT

dynamic design.

v g
i

It seemed false to me for any student in the United States to :
leave his apartment after listt;nyi‘r’xg‘ to hard roék music, jump
on a motorcycle, go As’cr‘f'eaming dbwnvj;o his st;iﬁia. vg‘éﬂiﬁsilde
- and then turn on more hﬁ}*d'—rock nﬁﬂéic, theti sit ‘dow'n‘ngt_ the e ,
potter?‘s wheel and try to @ake a pe’ace;fxul, o;iéntai pot ..
That doesn't mean ttfat I don't haye respect for or‘ivental pottery, | i
for Eastern pottery; it just means that in order to >§‘xpr§§s. myéelf o [ ?
faithf\illy I have to express.'myself dynémically, asrbav.' Westeltgfeir. | i

An altogether different kind of life is portrayed by Donald C. '

Briddell, who carves the duck decoys.

I have found that my craft work is the only activity, besides
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meditation, that leaves me with more energy when I'm done for
the day than when I began....I find on certain days I can do
certain things better fhan on othe;‘ days. Being self-employed |
uIJcanJalways be w@fking at'iny o:ptimum‘ since I can move accord-
, ing té the predelicéion of the day. Some da‘y"s I'm ‘in a painting
mood, or a carving mood, or I'll want to sling aﬁ axe and chop
woo’d for the Shop,"q pot*-ben;v stove; or I'll get the urge to go down
" by the Susguehantia ﬁiver and sit in the rocks and watch the
ducks. I‘can also stay up into the wee hours Qf the a.m. if

I'm really into a work and can't put it down. ' It is of great impor-
ktance to be able to do these ?hings as they are appropriate.

Gladly I'll trade the lure of "Blg Money" for enough to get by

on' and the freedom of chmce which’ is the freedom to Iive in the
present .as much‘ and for as long as po‘ssi.bl'e.,_ One must be |

willing to simplify drastically.

The basic roles in human c1vilization do not change. Craftsmen

are the' makers who put stone on stone to make a house or a tempie,

-

 the ones who melt the sand and blow the glass, who forge the mretal

into tools and shape wood and fibers for a thousand uses--without »

craftsmen there could be no civilization.

Today craftsmen are making prototypes for industry; they are
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restorers of historic treasures; they are bricklayers and carpenters
and plumbers; and they are our technological tinkerers contriving
plastics, electronic componen{s, wheels, motors, wings, and sails
into new necessities and delights. fTheylare the artist-craftsmen
~and production craftsmen zﬁaking their’own{ vé£sions of the many

things we use to create a personal environment.

| It is the craftsmen whé make mankind's material dreams and
ideas real in any age and who carry from generation to generation
some of humanity's oldest and best loved tradifions,~;f Should we reach *
the day when we have far moré 1eisure than we do now, the craftsmen
will be there--more craitémen will’be»’ thére, for a certaiﬁ number of
o us must use our hands, éhd rrﬁ)re of us willé"discovefi@e kar“e; am&ng
. that number. In the beginniﬁg:‘gf Americé;"s thiz‘-d"'i:gamtury of ‘,_indepe'ndence,
fhere is accomodation and' tolerance for a'm}u\ltituctlké’of lifestyieé, ‘ways

for each of us to express ourselves and our culture, as we choose,

and this is good reason to celebrate.

Miriam Davidson Plotnicov
Exhibition Coordinator, o

Renwick Gallery of the National Collection of Fine Arts
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éﬁ;,mft Multiples

Readers of this publication and viewers of the exhbition it was

rﬁ\'

, ﬂl' used today‘? The aﬁawer.,io simple. 'f"héy'botﬁ* s“hiw thé matching‘

af :materlals and hand skilld‘#ﬁ? contemporary %astea’ smﬂ uses. The:

' Amlsh buggy is as valid today t6 the' reiiﬁous gect that shuns modei'n
mnveniences as the transparant table is to those who furnish their

homes in the most contemporary otl;atyles. The craftsman's hand and

‘hfﬁj attention fo detail are‘ im

Aed tn it traditmn""

I“L B . B LT

the validity both of traditional design that continues to have an appeal

evolve or coﬁinue unchanged%i% become part of & future herita?‘ge m{_

,.t

-

The idea for an exm‘biﬁ‘éﬁ of production objects by contamporm
f
ﬁ‘aftsmen came about during the period in which I served as vice«

{ 194

. & . body of federal employees from several government agen«eies respd

..\I' A

ant t6 both pieces--one mgﬁject thﬁ_ i

L‘"m and ﬁ'ﬁ other a purely mnte:m» e

: "_ i rary. crest!'ve expresaibn This exhibition was’ orgiﬁ-i"zed to’*reafﬂﬁp :

today and b? the new expressions, created for this momeﬁt, _that may

;_.r_ﬂirman of the Inter-Agency Crafts Committee--a loosely formed /‘* T
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sible for programs that benefit craftsmen. Among craftsmen receiving

(e N
- @ttention in federal programs are those who continue to make utilitarian

jects predominantly in rural areas, outside of the mainstream of

’éfut”ren‘t trends in art. It seemed fo me ‘that it would be Wbrthwhﬂe to

atch ’che aftention usuaﬂ“y gﬁren to the aartist*craftsmaﬁ w‘ﬁo makes

%&que objects using craft techniques and materials by moumﬂfg an
J 5 exhibition of well- designed and well:—made objects produced in’ multiplek
i af ‘at least {én Just as the Windsor chair has sufvived changes in
?“ashlon, appealmg to contemporary as well as tradmonal tastes, other
bﬁrviving tréditional designs might be evaluated on the same basis as

“_f:;‘resh new ones. Such designs have persiated beeatrse of then- integrity.

e approaehing B1centennial of the American Revolxmon gave stmng

& )" Cf,(j:-&.
w’ares of quality as they did i%an earher ; riod {3 Arr_xerioa,

7 o

. ¢ v‘

Given an anonymous prfvate gift to organize a na{ "él competition

ik i‘ production crafts, the Renwick Ganery applied for~ and receivsd*-

nal Endowment for the Af“tl % send

.{

Hdttibnal fufiding from the Wi
o ; the resulting exhibition on a th’reé-‘year riaﬂo‘xialztﬁur oi‘*{'goyns_'off_a s‘;zo
: ‘ﬁ_&équenﬂy by-passed by high-quality, natfonally selected craft ahofw%.

. Miriam Davidson Plotnicov, who had helped develop two other Reriwick

Gallery exhibitions--Woodenworks and Objects for Preparing Food--

gpordinated the project. With the help of volunteers, Mrs. Plotnicot’z‘) ix
> 2
2

'J-J




mailed out more than 25, 000 entry forms for the competition, using
every method imaginable to get word of the competition to craftsmen
who might be somewhat isolated geographically or culturally. Each
entrant was invited to submit up to'three' entries, each of which could
be represen‘;ed by as many as three slides showing different views of
the samé object. By the time the initial jury selection took place on
February 6-9, 1975, some 14, 800 slides had been received and volun-
teers had grouped them ac‘cording to the material used for the entry
and coded them. They were arranged in slide trays so that three views
of each entry could be seen simultaneously by the jurors. Lois Moran,
director of research and education for the American_Cra.fts Council

in New York City, and Hedy B. Landman, director of the Danforth

Museum in Framingham, Massachusetts served with me on the jury.

Although our intention was to select no vmore than 100 objects
for the exhibition in order to keep it to a size manageable by small
museums with limited space, the jury found that it was impossible to
choose fewer than 146 slide entries. The objects chosen from thé
slides were than called in to the Renwick Gallery for viewing, to, make
certain that their quality matched their photographic appearance. The

final selection was of 133 objects made by 126 craftsmen. Of these,

eleven are represented only by photographs because of space limita-



tions. It is unfortunate that 500 or so objects could not be shown;

a selection of that number would have been much easier.

It is interesting to note the exéraor-'d?inary diversity of craft
techniques, Qorking methods, lifestyleé, and finished products of
production craftsmen today. Some such craftsmen divide their work
among several workers, reducing the costs of producing multiple
objeéts by adopting production-line ‘methods, even though a supervisory
craftsman personally oversées all processes that he or she does not
personally perform. Other craftsmen work alone, organizing thier
own step-by-step processes to duplicate a good desigﬁ, even though
the same amount of persoﬂal hand w'ork may go into the fifth and sixth
- examples of a productio‘ri“ design as i‘nto the first. B.éfh‘ methods; have
_roots extending into the past: today, as in former eras, the craftsman's
customers may be either a wealthy patron seéking. a gilver pifcher in
the day's contemporary s{t\%le or a working man or woman seeking a
beautiful turned-wood salad bowl or a functional, handmade cassero]e

.

or teapot.

Because industrial production and such technological developments
as pyro-ceramics and plastics have made a wide range of well-designed

manufactured goods--goods formerly made by craftsmen--available for
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everyone, production crafts today have become important to consumers
as a means of giving a personal touch to their somewhat standardized
home environments. Consequently, many modern craftsmen turn

away from s.impler designs that cémpe;te. directly with their manufactured
counterparts to make products that offer genuine alternafives to mass-
produced wares, achieving greater importance as creative pi‘oducts
affordable to those who seek collecfors' items of a new sort. The
mari{et for hand-forged st'eé'l sewing scissors priced at $200. 00 would

seem to be limited!

As to the prices of objeéts in this exhibition, Vtiuve Renwick Gallery
made no attempt to evaluate the fairpéss of the prices set by craftsmen
 for their entries. Anyéﬁé with some understanding ;ﬁ’ the iéchniques
. and materials used in making A‘thése objecté could Begin to guess at
the number of hours of wgrk at a reasonable wage each requi'z'éd; the
high cost of some of the materials-~such as precious metals, the relative
rarity of some of the technical skills required, and the le;ve‘.l of C
artisan-ship required to make thé finished pfoduct. Pricé‘s are also

higher for "workmanship of risk, ' the term used by David Pye, .author

of The Nature and Art of Workmanship (Cambridge University Press,

London, 1968), for craft techniques in which all depends on the skill of

a craftsman engaged in work that cannot be salvaged should anything

e

go amiss. I hope that this exhibition and publication will show that(:%}fe Fomy.
A
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alternatives provided by craftsmen to present-day consumers are
beautiful and functional. These attractive utilitarian objects made by
modern production craftsmen should provoke each viewer to reflect

on the importance of the individuai CI'eétivity that they exemplify.

Lloyd E. Herman
Director, Renwick Gallery of

the National‘Collection of Fine Arts



FOR TMMEDIATE RELEASE

"CRAFT MULTIPLES"
AT
. THE RENWICK GALLERY

Both traditional and contemporary designs are featured in this
exhibition of 133 useful objects of metal, clay, glass, fiber,
wood and other materials made by 126 craftsmen in 36 states and
the District of Columbia., "Craft Multiples'" opens at the
Renwick Gallery of the National Collection of Fine Arts, Smith-
sonian Institution, on July 4 and continues through February 16.
Chosen by national competition, with entries received from 2300
craftsmen, the show represents the best of American production
crafts -- those made in at least ten of the same design. Of the
126 craftsmen, the majority in their mid-20s and 30s, almost half
earn their living from handeraft production, and over fifty percent
live in rural areas.

In size, the objects range from handcarved cattlebone crochet hooks
to a 15~foot birchbark canoe; other pieces selected include sterling
salt and pepper shakers, hand puppets, a Revere lantern made of

sheet brass, jewelry, a glass and plexiglass table, salt dough
Christmas ornaments, a spinning wheel, ceramic teacups, and

woven baskédts, Because of space limitations, eleven objects --
including an Amish buggy, and a free balloon envelope and carriage ~-
are represented by large color photographs.

"This exhibition,” Lloyd Herman, Director of the Renwi-k, writes

in the illustrated catalog, "was organized to reaffirm the valid-
ity both of traditional design that continues to have aun appeal
today and of the new expressions, created for the moment, that

may become part of a future heritage.,...The approachingz Bicentennial
of the American Revolution gave strong impetus to the irterest we
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directed toward craftsmen working today to produce utilitarian wares
of quality as their counterparts did in an earlier period in America."

With a few exceptions, the Renwick purchased the first of each
edition for the exhibition, and the remaining nine or more are
available to the general public. The craftsmen set their own
prices, and the Renwick will serve only as a contact, providing --
upon request -- the price, and the craftsman's address and phone
number.

Miriam Davidson Plotnicov sexrved as the coordinator of the exhibition
and, with the aid of an anonymous gift and a grant from the National
Endowment for the Arts, the show will tour for three years to towns
with a population of under 50,000,

6/10/75 ~ SI-158-75

For further information contact:
Margery Byers (202) 381-5503 or 5528
Gerald Lipson (202) 381-5911
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patti

The press will be mainly observing during the tour, but afterwards,
as you come out, you'd have the option of stopping and talking to
therm or going on. If you talk to them, or if you make remarks to
the people who put the show together in front of the press, you might
want to make these points. ..

-- handcrafts are alive and well in this country. The fact that there
were 2300 entries for a show that ended up with 133 is one measure
of that. This is especially important in a day when there is so
much emphasis on mass production, Cur country is rooted in the
fact that people use their imaginations and skill with their hands to
malke the things they need and that are pleasing to them artistically.
The show is proof that theimportance of this has survived throughout
the ages. The craftsman's mind, his hand and his attention to detail
is something a machine will never bhe able to replace.

-~ that art can be useful. Every item in the show is beautiful, but all
are functional as well. And that their usefulness deces not take any
particular form, i.e. the great diversity in design -- from the
modern plexiglas table to salt doe ornaments to the birchbark canoe.

-~ the importance of this particular show, which emphasizes the importance
of handcrafts and puts such a premium on quality. It's interesting
that the art of handcrafts is so important to young people, who have been
raised on technology, not hand skills: of the craftsmen represented
today (126 of them) the majority are in their mid-20s and almost
half of them earn their living from handcraft production. We are
grateful to the National Endowment of the Arts for providing a grant which
will let this show tour smaller cities in the country for three years --
cities a size frequently passed by high quality art shows.

~~ "What makes the show so significant to me is my special interest in

handcrafts and in making Americans more aware of them. I have been
.trying to spotlight this same type of thing at the White House -~ beginning

/ 'with the Christmas decorations which were all handcrafted -- and

[ continuing with our State Dinner decorations, which have included every-
thing from hand-made wooden decoys to items in silver or crystal . '
to handmade baskets. Art is the most individual expression of a people
there 1s, and by stressing handcrafts from every area of the country,
we have the most unique mirror of the United States possible. lt's
appro@g‘iate to exhibit that at the White House, which I plan to keep doing,
but it's also appropriate to place a focus on thesz handcrafts wherever
we can, and that's why I'm so excited about this show."
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FIRST LADY'S FILES

September 8, 1975

Dear Marge:

A belated thank you for sending
me the August Calendar. Not only did I
show it to Patti, but I also shared it
with Mrs. Ford who very much enjoyed

seeing it.
Many thanks.
Cordially,

Sheila Rabb Weidenfeld
Press Secretary to Mrs. Ford

Ms. Margery Byers

National Collection of Fine Arts
Eighth and G Streets, N.W.
Washington, D.C. 20560
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NATIONAL COLLECTION OF FINE ARTS

EIGHTH AND G STREETS, N.W.,, WASHINGTON, D.C.

August 5, 1975

Dear Sheila:

I thought you and Patti would like to see the
account of Mrs. Ford's visit in our August calendar.

And welcome back to the U.S.!

Best,

Margery Byers

~. FORp™

N w,‘a\.

MAILING ADDRESS: SMITHSONIAN INSTITUTION, NATIONAL COLLECTION OF FINE ARTS, WASHINGTON, D.C., U.S.A. 20880



NATIONAL COLLECTION OF FINE ARTS

AND ITS RENWICK GALLERY

SMITHSONIAN INSTITUTION

NCFA 8th and G Sireets, N.W.
Open every day of the week 10:00 a.m. to 5:30 p.m.
Admission free

Renwick Pennsylvania Avenue at 17th Street, N.W.

Open every day of the week 10:00 a.m. to 5:30 p.m.
Admission free

AUGUST 1975 CALENDAR

To See Is To Think

In the preface to his new book, “To See Is To Think: Looking at
American Art,” Dr. Joshua C. Taylor, Director of NCFA, writes:
“A museum that displays works from the past as well as from the
present is not a graveyard of remembered feelings but a source for
new experience, a means by which each visitor can expand his own
private environment and savor those qualities of perception and
thought he might otherwise have missed. To walk through galleries
or even to thumb through the illustrated pages of a book on art
is to meet with a series of distinct happenings, each one of which
marks the fresh union of the eye and the mind.” As a supplement
to the book, which is illustrated with works from the NCFA col-
lections, 36 color slides are also available. They include Benjamin
West’s “Self Portrait,” Thomas Moran’s “The Grand Canyon
of the Yellowstone,” Winslow Homer’s “High Cliff, Coast of Maine,”
Albert Pinkham Ryder’s “Moonlight,” Isamu Noguchi’s “Grey Sun”
and Willem de Kooning’s “Woman VIIL”

The First Lady at the Renwick
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Katherine Eirk, who trained as an intern with us several years ago,
returned “home” this June as the paper conservator on our staff.
She documents and photographs the works, advises on their preser-
vation and storage, checks their condition before they are sent on
loan, and provides what she calls the “proper care and feeding of
works on paper.” She drycleans with powdered or block erasers,
patches, backs, hinges, bleaches, neutralizes, and waterwashes by
either immersion or floating. “Basically,” she explains, “you float
a watercolor and immerse a print.” She may use infrared or ultra-
violet light to discover details invisible to the naked eye and, if a work
is torn, she places it on a light box while joining the fibers with a
bit of paste. To hold the fibers, she adds patches of Japanese tissue
to the back and, if the piece is still weak, backs the work entirely

Raised in the coal mining area of Madisonville, Kentucky—a
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OFFICIAL WHITE HOUSE PHOTOGRAPHS

The First Lady at the Renwick

to the back and, if the piece is still weak, backs the work entirely
with tissue.

Raised in the coal mining area of Madisonville, Kentucky—a

We're honored that Mrs. Ford visited the Remwick twice within a
month, the first time on an unannounced Saturday visit with Janet
Ford, the President’s sister-in-law, and Mrs. Elizabeth Norblad,
Susan Ford’s godmother. The women had been out for luncheon
and, returning to the White House, Mrs. Ford spontaneously sug-
gested stopping in to see the exhibitions. On her second visit,
escorted by NCFA Director Dr. Joshua C. Taylor and Renwick
Director Lloyd Herman, she previewed the “Craft Multiples” show.
Although scheduled for a 30-minute tour, she stayed a full hour,
asking interested and well-informed questions. She was impressed
with the variety of crafts and commented that the dropleaf table
not only would be particularly good for an apartment but could
serve as a desk, suggested brass rather than chrome fixtures for the
wood bathtub, admired the canoe although she was more familiar
with canvas-covered ones, and said that, as a housewife, she could
recognize the importance of the cutting board with its scoop. When
she expressed puzzlement at the inclusion of three pillows in the
exhibition, Dr. Taylor explained that woven yardage is difficult to
show effectively and thus craftsmen weave pillows to demonstrate
their creative talent. It was an unhurried and pleasant visit and we
hope she will return soon because, as she says, “We’re neighbors.”

NG

mqm, has a new paper mill—
she majored in art history and fine arts at the University of
Kentucky. It was as a student there that she decided on conservation
as a career. “I realized 1 had no creative artistic talent,” she says
ruefully, “and what was I going to do when I ‘grew up’? A friend
who thought 1 was good with my hands suggested that I be a
conservator—although I didn’t know what that was. His explanation
was that you go with an archeologist and put dinosaur bones in
plastic.”

Job-hunting just before her graduation in 1966, she wrote to the
Smithsonian and a kindly curator answered her in a two-page letter
explaining that she was too late for summer internships. He sug-
gested, however, that she come to Washington to find a job to keep
body and soul together until an appropriate opening became avail-
able. She began as a clerical worker at Woodward and Lothrop,
having discovered that “people in Washington with college degrees
are worth exactly nothing.” A year later, she had to choose between
accepting a promotion to assistant buyer of designer dresses or
selling postcards at the National Gallery. She opted for fashion but
then decided to study for her M.A. at George Washington University,
where she majored in museology. A class visit to our conservation
lab pinpointed her future plans. “This,” she remembers thinking,
“is where I want to spend my life.” Applying for an unpaid intern-
ship, she spent the next year working with conservator Charles Olin,
and wrote her thesis on the removal of spots and stains from paper.
It was not until 1970, when she joined the Conservation Analytical
Laboratory at the Smithsonian’s Museum of History and Tech-
nology, that she was paid for working in her field. Last year, she
took a leave to teach graduate students paper conservation at the
State University of New York, College at Oneonta, in Cooperstown
and, this spring, taught three one-week consultancies at Oberlin
College in Ohio where she has been invited to return.

Rather than pay rent for the kind of apartment she wanted, and
because she considers Washington “a human-sized city with a sense
of space and openness,” she bought a house in Bethesda, Maryland
two years ago. “I’d like a wife to take care of the inside so I could
work outside,” she says with a woman’s lib laugh, “and someone to
fix my dinner.” An enthusiastic horsewoman for 27 of her 31 years,
she still takes lessons and boards her horse at a Potomac, Maryland
farm. “I’d keep my horse at my house if I could,” she says, “because
now he costs more to keep than I do.”
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Among the objects included in the Renwick exhibition honoring the industrial

china and the logo for Discover America.

FRI EXHIBITION

The Designs of Raymond Loewy Recognized as a pioneer of
the industrial design profession, Loewy began his career in 1929
when he re-designed the Gestetner duplicating machine and, since
then, his commissions include automobiles, product packaging, air-
planes, locomotives, corporation logotypes, the first orbiting space
station, vacuum cleaners, ferryboats, dinnerware and luxury buses.
In his foreword to the exhibition catalog, Dr. Joshua C. Taylor,
Director of NCFA, writes: “Much in this exhibition will seem
astonishingly familiar to the American viewer, and it may come as a
surprise that so much with which we have been surrounded for the
past 40 years and more has been the product of one man’s vision.
. . . His simple, unambiguous designs that substituted rolling sur-
faces for finite bulk gave a new pleasure to touch and sight at a
time when beauty and technology had yet to become good friends.”
The 136 photographs, drawings, models and objecis represent 81
projects of Loewy and his associates. Models include Air Force One
and Northeast Airlines’ Yellowbird; among the objects are a
1935 Coldspot refrigerator, a 1966 Barcalounger, a 1973 Skylab
flight suit, and a 1975 Avanti II—-the design first introduced in
1962. Lloyd E. Herman, Director of the Renwick, directed the
exhibition, which was coordinated by Lois Frieman Brand. An
illustrated catalog will be available. Thiough November 16. At
Renwick.

FRI ILLUSTRATED LECTURE

In conjunction with the opening of the exhibition of his work,
Raymond Loewy will give a 45-minute lecture on “Changing World
Conditions and the Role of Industrial Design.” As a 15-year-old in
France—he became an American citizen in 1938—Loewy not only
designed a model airplane but patented it, founded a corporation to
make it and hired a salesman to market it. Today, he commutes
from his homes in Palm Springs and France to his offices in New
York, Paris and London and, at 81, is a very forward-looking
man. In addition to working on the Skylab project from 1967 to
1973, he is designing cars, hydrofoils, wrisiwatches, tractors and
motorcycles for the Russians. Under a new five-year contract, he will
take on a broad range of design activities for them—including
product planning, packaging, graphics, hotels and shopping centers.
Admission free, At 8 p.m., Grand Salon, Renwick Gallery.

THU CREATIVE SCREEN
This color film demonstrates Raymond Loewy’s design contributions
to America’s space program.

15 2 » 134 1
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design accomplishments of Raymond Eoewy (cenier) are Rosenthal

24th National Exhibition of Prints Co-sponsored by NCFA
and the Library of Congress, this biennial show is the result of a
juried competition, with the 57 selections made by one curator and
two printmakers. In addition, each artist-juror—Nathan Olivera of
Stanford, California and Clare Romano of Englewood, New Jersey—
is represented by one example of his work. The exhibition is a mix-
ture of figurative and fantasy works, and among the artists included
are: Harold Altman of Lemont, Pennsylvania; Carolyn Autry of
Toledo, Ohio; Wesley Chamberlin of Sausalito, California; Michael
Mazur of Cambridge, Massachusetts; Peter Milton of Franeestown,
New Hampshire; Frances Julia Myers of Hollandale, Wisconsin, and
Gabor Peterdi of Rowayton, Connecticut. A free small catalog, pro-
duced by the Library of Congress, is available. Through Septem-
ber 7. At NCFA.

Contemporary Stage Design—U.S.A. The first comprehensive
exhibition of American scene and costume design ever assembled
in the United States is at NCFA prior to its representing the United
States in the Third Prague Quadrennial, a worldwide scene design
exhibition, in January 1976. It includes 12 three-dimensional set
models and 147 paintings, sketches, renderings and collages of set
and costume designs by 53 professional and student designers across
the eountry. Encompassing designs for opera, ballet, musieals and
drama, it includes productions on Broadway, Off Broadway, and
in regional, experimental and university theatres. The show was
organized by the International Theatre Institute of the U.S., Inc., a
service organization for theatre professionals. An illustrated catalog
is available. Through September 7. At NCFA.

Art for Architecture: Washington, D.C. 1895-1925 Murals
commissioned for the capital were the result of a larger mural
movement in the United States from 1876 until 1925, exemplifying
the then-popular concept that the arts of architecture, painting, and
sculpture should be unified. The exhibition comprises approximately
70 drawings and photographs—in both black-and-white and color—
of Washington mural paintings which are familiar but are either
unnoticed, destroyed, or seldom on public view. In addition, there
is an eight-foot painting by Edwin Blashfield which is a reduced
study of one-quarter of the circular mural he painted around the
collar of the Library of Congress dome. The other buildings whose
murals are featured are the Larz Anderson House (Society of the
Cincinnati), the Capitol, the old Evening Star, Georgetown Uni-
versity, the Lincoln Memorial, and St. Matthew’s Cathedral. A free
checklist is available. Through October 19. At NCFA.

A Modern Consciousness:. D, J. De Pree and Florenee Knoll



THU CREATIVE SCREEN

This color film demonstrates Raymond Loewy’s design contributions
to America’s space program.

Space Station I—Skylab 28 minutes. As habitability constltant
to the National Aeronautics and Space Adminisiration, Loewy
recommended and designed the private living, dining, relaxation and
hygiene centers for the astronauts who spent 84 days in man’s first
home in space. His purpose was to provide congeniality and relief
from the psychological stresses of life “out of the world” and to
sustain the crew’s morale. His designs include the space suit, tools
and eating utensils, and this NASA film provides spectacular views
of a comet, stars and the earth as seen from the Skylab porthole.
Complete showings at 11:15, 12 noon, and 12:45 p.m. Free. Grand
Salon, Renwick Gallery.

THU CREATIVE SCREEN

This trio of films is shown in conjunction with the exhibition
“Craft Multiples” which is on view at the Renwick threugh February
16.

Cabinetmaking 10 minutes. A re-created day in the life of an
18th century Williamsburg cabineimaker demonstrates the skills of
his craft and the fine points of furniture design.

Yankee Craftsman 18-minutes. George Willis, a contemporary
New England cabinetmakey, discusses his personal srtistic satisfac-
tion, and contrasts the advantages of his methods with those of
mass production,
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versity, the Lincoln Memorial, and St. Matthew’s Cathedral. A free
checklist is available. Through October 19. At NCFA.

A Modern Conssiousness: D. J. De Pree and Klorence Knoll-——

This exhibition honors two individuals who strongly influenced
20th-century American furniture design. D. J. De Pree—who in
1923 took over the management of Herman Miller, one of many
companies then producing traditional furniture—hired in 1931 an
untested designer, Gilbert Rohde, whose innovative ideas made
the Miller name synonymous for many with the new taste in modern
furniture and furniture systems. Architect Florence Knoll, shortly
after World War II, assembled an international roster of designers,
architects, and sculptors to create new furniture forms of classical
importance for Knoll Associates. Today, museum design collections
display furniture created for these firms by such designers as Charles
Eames, Eero Saarinen, George Nelson, and Harry Bertoia. The ex-
hibition includes 47 pieces of furniture or furniture systems; an
illustrated catalog is available. Through November 9. At Renwick.

Craft Multiples Both traditional and contemporary designs are
featured in this exhibition of 133 useful objects of metal, cluy,
glass, fiber, wood and other materials made by 126 craftsmen in
36 states and the District of Columbia. Chosen by national competi-
tion, the show represents the best of American production crafts—
those made in at least' ten of the same design. Among the objects
selected are handcarved cattle bone crochet hooks, hand puppets,
a Revere lantern made of sheet brass, jewelry, a glass and plexiglass

The Music Rack 20 minules. A music Tack by arfist-crafisman

Wendell Castle is included in the “Craft Multiples” exhibition and,
in this film, Castle demonstrates his widely-recognized individual
method of lamination. He describes his unique method step-by-step—
from the initial sketches to choosing the proper weods to final
finishing—and explains that he considers his furniture completed
only when the aesthetic and practical aspects are brought into per-
fect balance.

Complete showings at 11 a.m., 12 noon and 1 p.m. Free. Grand
Salon, Renwick Gallery.

THU ILLUSTRATED LECTURE/CONCERT

A hammer dulcimer with folding stand is included in the “Craft
Multiples” exhibition and its craftsman, Sam Rizzetta of Barbours-
ville, Virginia, will give a slide lecture on the making of this instru.
ment of ancient derivation. A master of woodworking techniques,
Rizzetta makes his own mosaic inlay, and his fragile hammers are
detailed with light wood laminations, A musician as well as a crafts-
man, he will play a selection of traditional jigs, reels, hornpipes and
waltzes. A practicing craftsman for 15 years, Rizzetta says he is
“merely pursuing the kinds of creative expression I have loved best
since childhood. For the present, these come together in the most
pleasing proportions in designing, crafting and playing stringed in-

— struments.”Admission free. At 8 pon, Grand Saiom; Renwick—

Gallery.

Academy: The Academic Tradition in American Art. Com-
memorating the 150th anniversary of the National Academy of
Design, this exhibition features 180 works by 124 artists. With the
exception of several drawings, all of the works are by Academy
members or associates bern before 1900. In addition to the
Academy’s best-known artists, the exhibition alse deliberately in-
cludes those who were equally active but who are not as well-known
today. Among the artists are Robert Brackman, Thomas Cole,
Thomas Eakins, Robert Henri, Daniel Huntington, Leon Kroll,
Frederick MacMonnies, Samuel F. B. Morse, William Page, Augustus
Saint-Gaudens, Maurice Sterne, Abbott Thayer, and Worthington
Whittredge. An introductery section features drawings of casts and
nudes, emphasizing the importance of the human figure as the chief
instrument of artistic expression. Three chronological groupings of
paintings and sculpture follow—works from 1825 to 1870, 1870 to
1917, and 1917 to the 1960s. An illustrated catalog is available.
Through September 1. At NCFA.

Tablé, salt dough Christmas ornaments, a spinning wheel, cotpmis
teacups, and woven baskets. Because of space limitations, eleven
objects—including an Amish buggy, and a free balloon envelope
and carriage—are represented by large color photographs. Of the
126 craftsmen, the majerity in their mid-20s and 30s, almost half
earn their living from their handcraft production, and over fifty
percent live in ruyal areas. Through February 16. At Renwick,

Man Made Mobile: The Western Saddle Saddles which once
offered mobility to American settlers today offer beauty and variety
to the design-conscious eye. This exhibition includes 16 examples,
mostly from the 19th century, and two informative slide presenta-
tions. Through February 25, 1976. At Renwick,

Boxes and Bowls: Decorated Containers by 19th-Century
Haida, Tlingit, Bella Bella, and Tsimshian Indian Artists
Second in a series of Renwick exhibitions of significant creative
works by Indians of North America. Catalog available. Through
February 29, 1976. At Renwick.

Thomas E’akms’ “An Arcadum,” from the SAcadems: ]' he Academtc
Tradition in American Art” exhibition at NCFA,




RENWICK GALLERY POSTAGE AND FEES PAID
Smithsonian Institution SMITHSONIAN INSTITUTION
Washington, D.C. 20650

U.S.MAIL
CRAFT MULTIPLES T

Chaco Ne




CRAFT MULTIPLES



CRAFT MULTTPLES

The Renwick Gallery, the department for American
crafts and design of the Smithsonian Institution’s
National Collection of Fine Arts, invites entries for its
nationzl open competition for production craftsmen in
the United States—those contemporary craftsmen with
high creative and technical standards producing mul-
tiple copies of well-designed and well-executed hand-
crafted objects intended for useand enjoyment in every-
day life.

After a seven-month showing at the Renwick Gallery,
from July 4, 1975, through February 16, 1976, the exhibi-
tion will tour for three years to small museums, art
centers, and exhibiting libraries in those areas of the
United States where first-rate craft exhibitions are
seldom available.

TO QUALIFY as a craft multiple, an object must be cur-
rently produced in an edition of at least ten. If chosen
for CRAFT MULTIPLES, one from the edition will be
purchased for the exhibition. The remaining nine of the
edition must be guaranteed by the craftsman to be avail-
able for sale during the seven-month showing at the
Renwick Gallery and the subsequent three-year national
tour—either until the entire edition is sold or through-
out the tour.

ONE-OF-A-KIND ART OBJECTS ARE NOT SOUGHT
FOR CRAFT MULTIPLES.

DESIGNS MAY BE CONTEMPORARY OR TRADI-
TIONAL. Any necessary tools or processes may be used
and an object may be produced through the efforts of
more than one person; however, objects entered in the
competition must be produced principally by hand rath-
er than by assembly-line techniques. The judgment and
hand of each craftsman must have a major effect on the product
if it is to be considered a handeraft.

THERE ARE NO LIMITATIONS ON CRAFT MEDIUM,
but each object must be classified according to the prin-

cipal material used in its formation: fiber, clay, metal,
glass, wood, or other.

THERE IS NO ENTRY FEE.

ENTRIES are limited to three works submitted by an
individual or group. Sets, or other entries of several
parts, will be considered as one entry. To be eligible,
entries must be postmarked no later than midnight,
January 31, 1975,

A JURY of three representing contemporary and tradi-
tional viewpoints will select objects for final judging.

JUDGING WILL BE BY SLIDES. Between 50 and 100
works will be selected from 35mm color slides in 2”7 x 2”
cardboard mounts only. Each entry may be represented
by no more than three color slides, which should show:
(1) the entire object photographed against a plain back-
ground. :

(2) a side or back view of three-dimensional objects.

(3) a significant detail.

GPO 882-.376

Two-dimensional entries may be shown by two or three
slides including:

(1) a view of the entire object.
(2) one or two views of details.

Accepted work that differs markedly from the slide entry
will be disqualified.

MARK EACH SLIDE with:

(1) the word “TOP," indicating the top of the photo-
graphed object as seen in the cardboard mount.

(2) entrant’s last name and first initial.

(3) an entry number—1, 2, or 3—that corresponds with
the entry number of each object listed on the entry
form.

RETURN OF SLIDES must be expressly requested;
otherwise, permission toretain all slides for a permanent
record of production crafts in the United States is as-
sumed. The Renwick Gallery shall have the right to use
or reproduce slides of accepted work or to make new
photographs of accepted objects for use in the exhibition
catalog or for educational and publicity purposes.

SIZE will be limited to objects that can be shipped in
crates with outside dimensions measuring 26” x 26” x 46”.
Consideration will be given to larger objects, which, if
chosen for CRAFT MULTIPLES, may be exhibited
photographically.

INSURANCE AND SHIPPING COSTS on objects re-
quested for final judging will be assumed by the Renwick
Gallery. Retail price will be used for insurance evalua-
tion. Instructions for shipping or hand-delivery of
objects and for insurance will be sent together with
notification of acceptance.

SALES. Prospective purchasers will be given the crafts-
man’s address for direct sales unless another agent is
specified. The Renwick Gallery requests no commission.

SCHEDULE

January 31, 1975 —last date for mailing slides and
entry forms to the Renwick
Gallery

—slide judging

—notifications of acceptance and
nonacceptance mailed.

—receipt of shipped or hand-
delivered objects at the Renwick
Gallery

—final judging; return of objects
not purchased for CRAFT MUL-
TIPLES.

February 6, 1975
February 15, 1975

March 3-7, 1975
March 10, 1975

July 4, 1975 through

February 16, 1976 —exhibition at the Renwick Gal-
lery.

March 20, 1976 through

April 1, 1979 —national tour dates.

This project is supported by a grant from the National

Endowment for the Arts in Washington, D.C., a federal

agency.

MAIL SLIDES WITH COMPLETED ENTRY FORMS TO:
CRAFT MULTIPLES, Renwick Gallery, Smithsonian Institution, Washington, D.C. 20560.
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PR MAIL SLIDES WITH COMPLETED ENTRY FORMS TO:
CRAFT MULTIPLES, Renwick Gallery, Smithsonian Institution, Washington, D.C. 20560.
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Complete all UNSHADED areas of Entry Form. SHADED AREAS FOR RENWICK GALLERY USE ONLY.
Please turn to reverse side of Entry Form and fill in both return addresses. PLEASE PRINT CAREFULLY.

SR CRAFT MULTIPLES
ENTRY FORM RENWICK GALLERY

Smithsonian Institution
Washington, D.C. 20560
Telephone: (202) 381-5811

NAME:
last first
ADDRESS: :
number street city state = ZIp
PHONE: SLIDES: Received Returned
home = = Y | T ML gy B
gy g
business b e i H

The submission of slides and completed entry forms to the Renwick Gallery constitutes an agreement to all condi-
tions set forth in exhibition prospectus.

SIGNATURE :
ENTRY RETAIL
NUMBER OBJECT MATERIAL TECHNIQUE height width depth ~WEIGHT PRICE
1
>
3
PRELIMINARY JUDGING: : . FINALJ ING:
CAROUSEL NOT RECEIVED: . = y
PURCHASED RETURNED

LOCATION ACC'D ACCD  DATE & CONDITION

3 a -t

Strussaesseseacarrosecessrectontsnesotranttontasrtestsatrateessorreiaoanars
S R e s ‘i?;: ; 'W‘% >
3 - Pl f Ton ! - CRAKI M L J ol
2 - RENWICK GALLERY

Smithsonian Institution

Your entry has been received at the Renwick Gallery in the condition noted. After final
Judging on March 10, 1975, you will be notified whether your entry will be purchased for
CRAFT MULTIPLES or returned to you.

ENTRY RECEIVED:
NUMBER OBJECT DATE & CONDITION

1

\

2

R R R R R R R R R L e R R R R R R R A R R R A R S R R L

NOTIFICATION CRAKFT MULTIPLES
RENWICK GALLERY

Smithsonian Institution

Initial decisions on slide entries were made at the slide judging on February 6, 1975. Your
work is/is not requested for final judging asindicated below.

ENTRY NOT
NUMBER OBJECT ACC’D ACC'D

1

2
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= PIRST LADY'S FILES

September 23, 13975

Dear Marge:

Hany thanks for sending me
copies of the "Craft Multiples”
catalog. It's beautifully put together
and I know Mrs., Ford will enjoy seeing
it.

The exhibit was excelleat. Im
fact, I went back to see it agaia.

Corxdially,

Fop AN,
= ' « (6\_
R -
o »
{1 »







CRAFT MULTIPLES

PUBLISHED FOR THE RENWICK GALLERY OF THE NATIONAL COLLECTION OF FINE

ARTS BY THE SMITHSONIAN INSTITUTION PRESS, CITY OF WASHINGTON 1975

THIS EXHIBITION WAS ORGANIZED WITH THE AID OF A GRANT FROM THE

NATIONAL ENDOWMENT FOR THE ARTS IN WASHINGTON, D.C,, A FEDERAL AGENCY

My teachers are my neighbors If my work is to interest them it must look right,
and their lesson is honesty. feel right, wear right, work right, and cost right!
They have shown me great warmth and friendliness, I value their influence.

but they have shown my work no mercy. MARY JO HORNING, Omaha, Nebraska

Woven Doall, cat. no. 36




CRAFT MULTIPLES

PRICE LIST of objects in the CRAFT MULTIPLES exhibition, arranged by media and
catalog numbers

Retail prices shown were established by the individual craftsmen on or before
January 31, 1975, the closing date for submittal of entries to the exhibition.
In some instances, prices may have changed. For current price and order infor-
wmation, write directly to the craftsman whose work interests you. The mailing
address for each craftsman is included in this list.

The Renwick Gallery receives no commission on sales and makes no attempt to
evaluate the fairness of the prices set by the craftsmen. Nor does it assume
responsibility for variations natural to any object of handcraft.

Purchasers should be prepared to pay any shipping and handling costs,

1 - MORTAR AND PESTLE - $35.00 - ' P
Tim Ballingham
Route #2 913/457-3617
Westmoreland, Kansas 66549 : 913/532-6605
2 ~ "PHASES OF THE MOON'" PLATE SET (8) - $100.00

Audrey Bethel
5514 Howe Street ‘
Pittsburgh, Pennsylvania 15232 412/683-1904

3 - EGG SEPARATOR - $5.00
Charles F, Chamberlain
2307 East Third Street ' 919/758-6563
Greenville, North Carolina 27834 919/758-3031
4 - SET OF THREE GOBLETS - $12.00

Philip Childers
Route #2, Box 204
Weaverville, North Carolina 28787 704/645-6602

5 - CASSEROLE - $30.00
Harriet Cohen
R.R. #2
Amherst, Massachusetts 01002 413/256-8691

6 - COVERED JAR - $15.00
Steve Frederick R
P.0. Box 252 319/626-6355
North Liberty, Iowa 52317 319/626-6169

7 - COVERED JAR -~ $30.00
Stephen Jepson
Box 437 ‘
Geneva, Florida 32732 , 305/349-5587



8

9

10

11

12

13

14

15

16

17

18-

- SET OF THREE MIXING BOWLS - $30.00
Joel Knanishu
P.0. Box 255
Livingston, Tennessee 38570

- BUTTERFLY BOX - $50.00
Tyrone Larson
Route #3, Box 80
Bakersville, North Carolina 28705

- SERVING PLATTER - $60.00
Joseph Mannino
Responding Earth Pottery
7793 Hasbrook Avenue
Philadelphia, Pennsylvania 19111

COVERED DISH - $16.00
Robert Markle

223 West Ninth Street
Whitefish, Montana 59937

t

COIL EARTH PLANTER - $90.00
Roberta Marks

1000 Avenue Lugo

Coral Gables, Florida 33156

BOWL - $18.00

Irmgard Mezey

151 Bayberry Road

New Canaan, Comnecticut 06840

TEAPOT ~ $24,00

Ragnar Neass

North River Pottery

107 Hall Street
Brooklyn, New York 11205

- "MARTHA'S FLOWERS" PITCHER - $35.00
Nancy Patterson
Iron Mountain Stoneware, Inc.
Laurel Bloomery, Tennessee 37680

PITCHER WITH FOUR TUMBLERS -~ $38.00
James Pringle

Route #1, Box 181

Chapel Hill, North Carolina 27514

COVERED JAR - $48.00

‘Jeff Procter

. 2215 Doaks Ferry Road, N.¥.
Salem, Oregon 97304

- COVERED JAR WITH SPOON - $22,00
Lee & Carol Rosenbloom
Rosenbloom Pottery
Route #2, Box 528
Knightdale, North Carolinma 27545

615/823-5106

704/688-3104

-

205/342-5368
406/862-4738
305/666-7292
203/966-5268

212/636-8608

615/727-3221
703/475-3682

919/563-6952

919/967-1877

503/581-0844

919/266-3766



19

20

21

22

23

24

25

26

27

28

" 29

TEAPOT - $35.00

Harriet Spleth

East Valley Pottery

Alfred Station, New York 14803

CASSEROLE - $15.00
Donald Sprague

2226 S. E. Ash
Portland, Oregon 97214

LIDDED CONTAINER - $45.00
Ann Stannard :
The Pottery

Gate Hill Road

Stony Point, New Y?rk 10980

STONEWARE PITCHER - $30.00
Jack Troy

Mounted Route

Huntingdon, Pennsylvania 16652

SET OF FIVE TEA CUPS - $150.00
Leif Wicklund

27 East 2lst Street

New York, New York 10010

TEAPOT AND FOUR CUPS - $85.00
William Wilhelmi

1129 Ocean Drive

Corpus Christi, Texas 78404

REDWARE PLATES - $5.00 each
Roger Zellner
139 East Hubler Road

State College, Pennsylvania 16801

BICENTENNIAL DOLL - $19.76
Susan Adamson
Route #6, Box 6340

Bainbridge, Island, Washington 98110

COVERLET - $125.00

Anda Bijhouwer

Parker Head Road

Phippsburg Center, Maine 04562

THREE HAND PUPPETS - $18.00 each

Stephen Blumrich
Route #1, Box 25A
Halsey, Oregon 97348

FLOOR PAD ~ $150.00
Ronnine Bohannan

306 29th Street
Boulder, Colorado 80303

607/587~-8494
607/587-8350

503/222-5075
503/233-6983

914/947-1671

814/643-2130
814/643-3554

212/477-1334

212/674-2060

512/883-0513
512/882-7929

814/944-4547
814/466-6582

206/842-5133

207/389-2033

503/466-5991

303/444-4073
303/494-3223

-]



30

31

32

33

34

35

36

37

38

39
40
41
42
43

"PORKYPINE" BASKET - $50.00
Edith Bondie

Route #1, Box 207

Hubbard Lake, Michigan 49747

RUG - $415.00

Jane Busse

7545 Fourwinds Drive
Cincinnati, Ohio 45242

""BANANAMAN IN SWITZERLAND" PILLOWBOOK - $150.00
Frances Butler

Goodstuffs

6221 Hollis Street

Emeryville, California 94608

FLOOR PILLOW - $45.00
Janet §. Daniel

3028 Chadbourne Road
Shaker Heights, Ohio 44120

'""MISS HAVISHAM" SCRAP DOLL - $125.00
Timothy Evans

2518 Eye Street, N.W.

Washington, D.C. 20037

ANGEL PILLOW - $96.00
Elizabeth Gurrier

71 Main Street

Hollis, New Hampshire 03049

WOVEN DOLL - $35.00
Mary Jo Horning

10710 Calhoun Road
Omaha, Nebraska 68112

WASTE BASKET - $50.00
Marian John

P.0. Box 485

Elton, Louisiana 70532

DRESS - $200.00
Carol & Duffy King
5587 Cornwall Avenue

Riverside, California 92506

MARBLE CANYON COLLECTION: BLOUSE - $140.00

MARBLE CANYON COLLECTION: TUNIC - $84.00

MARBLE CANYON COLLECTION: TROUSERS - $100.00
MARBLE CANYON COLLECTION: CAPE (Unlined) - $230.00
MARBLE CANYON COLLECTION: PONCHO - $100.00 .
MARBLE CANYON COLLECTION: SKIRT - $100.00

Connie La Lena

Sunflower

2851 Road B}

Grand Junction, Colorado 81501

517/7127-2377

513/793-2049

415/655-9916
415/845-8097

216/921-2015

202/337-1608

402/455-£563
318/584-2978

318/584-2242

714/683-8272

303/242-3883



45

46

47

48

49

50

51

52

53

55

UTRICERATOPS" PILLOW - $30.00
Michelle Lipson

11706 Orebaugh Avenue
Wheaton, Maryland 20902

DRAGON KITE - $125.00

Heloise Lochman

1454 Tenth Avenue

San Francisco, California 94122

GOAT TOY - $180.00

Rari Lénning

Station Road, R.D. #1
Brookfield, Connecticut 06804

"MORNING LIGHT" QUILT - $400.00
D. Marie Lyman

1307 S. W. Broadway, #22
Portland, Oregon 97201

HAMMOCK - $150.00

Anne Pixley
922 Tremont

Duxbury, Massachusetts 02332
PLACEMAT AND NAPKIN SET - $23.00
Quicksand Craft Center

Vest, Kentucky 41772

BEDSPREAD - $650.00

Dot Replinger

4 Burnett Circle
Urbana, Illinois 61801

PILLOW FORM - $150.00

Carol Schwartzott

623 Buffalo Avenue

Niagara Falls, New York 14303

PILLOW - $18.00

© Kerstin Schweizer

10706 South East 225th Place
Kent, Washington 98031

ROUND HEARTH BROOM ~ $4.50
Jens 1.. Wennberg

Midline Road, R.D. #2
Freeville, New York 13068

NANTUCKET LIGHTSHIP SHOPPING BASKET - $220.00
Paul F, Whitten

Franklyn Street

Nantucket, Massachusetts 02554

301/649-3509
301/234-8006

415/564-4759

203/775-4382

503/223-9270

617/934-5149

606/785-5230
217/344-6370
716/285-8392
206/852-5584
607/539-773%

617/228-2480



56

57

58

59

60

61

62

63

65

66

SET OF TWO BEER MUGS - $48.00
William Bernstein

Route #5, Box #73AA

Burnsville, North Carolina 28714

DECANTER - $45.00

Thomas Greenleaf

215 Barker Road

Pittsfield, Massachusetts 01201

NEW JERSEY GOBLETS - $18.00 each
Charles Lutner

Box 331

Fromberg, Montana 59029

MECHANICAL GLASS GRAPHIC -~ $375.00

Richard Millard
111 East 26th Street
New York, New York 10010

TWO CANDELABRA - $40.00 each
Eva Schonfield

2412 Briarwood Road
Baltimore, Maryland 21209’

CANDLE HOLDER - $10.00
Drew H. Smith

1031 South Broadway
Akron, Ohio 44311

COMPOTE - $45.00

Roger Vines

2604 North East 5th Place
Renton, Washington 98055

"CONSTRUCTION II"™ BROOCH - $125.00

Deborah Aguado
325 Central Park West
New York, New York 10025

SALT AND PEPPER SHAKERS -~ $150.00
Joel Bagnal .
79 Athelstane Road

Newton Centre, Massachusetts 02159

RING WITH THREE CULTURED PEARLS - $375.00

George Brooks

Studio K

1470 East Valley Road

Santa Barbara, California 93108

SET OF SIX BUTTONS ~ $60,00
Cashion Callaway

Box 32

Silver City, Nevada 89428

704/675-4854
413/447-7031
406/668-7457
212/675-0400
301/664-2577
216/434-9095
206/228-5838
212/865-7596
671/964-7229

617/353-2022

805/969-2310
805/963-3127

702/784-6814
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51

52

53

35

"TRICERATOPS" PILLOW - $30.00
Michelle Lipson

11706 Orebaugh Avenue
Wheaton, Maryland 20902

DRAGON KITE - $125.00

Heloise Lochman

1454 Tenth Avenue

San Francisco, California 94122

GOAT TOY - $180.00

Kari Lénning

Station Road, R.D, #1
Brookfield, Connecticut 06804

. "MORNING LIGHT" QUILT - $400.00
D. Marie Lyman

1307 S. W. Broadway, #22
Portland, Oregon 97201

HAMMOCK - $150.00

Anne Pixley
922 Tremont

Duxbury, Massachusetts 02332
PLACEMAT AND NAPKIN SET - $23.00
Quicksand Craft Center

Vest, Kentucky 41772

BEDSPREAD - $650.00

Dot Replinger

4 Burnett Circle
Urbana, Illinois 61801

PILLOW FORM - $150.00

Carol Schwartzott

623 Buffalo Avenue

Niagara Falls, New York 14303

PILLOW - $18.00

Kerstin Schweizer

10706 South East 225th Place
Kent, Washington 98031

ROUND HEARTH BROOM - $4.50
Jens L. Wennberg

Midline Road, R.D. #2
Freeville, New York 13068

NANTUCKET LIGHTSHIP SHOPPING BASKET - $220,00
Paul F, Whitten

Franklyn Street

Nantucket, Massachusetts 02554

301/649-3509
301/234-8006

415/564-4759

203/775-4382

503/223-9270

617/934-5149

606/785-5230

217/344-6370

716/285-8392

206/852-5584

607/539-7733

617/228-2480
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SET OF TWO BEER MUGS - $48.00
William Bernstein

Route #5, Box #73AA

Burnsville, North Carolina 28714

DECANTER - $45.00

Thomas Greenleaf

215 Barker Road

Pittsfield, Massachusetts 01201

NEW JERSEY GOBLETS - $18.00 each
Charles Lutner

Box 331

Fromberg, Montana 59029

MECHANICAL CLASS GRAPHIC - $375.00
Richard Millard

111 East 26th Street

New York, New York 10010

TWO CANDELABRA - $40.00 each
Eva Schonfield

2412 Briarwood Road
Baltimore, Maryland 21209°

CANDLE HOLDER - $10.00
Drew H, Smith

1031 South Broadway
Akron, Ohio 44311

COMPOTE - $45.00

Roger Vines

2604 North East 5th Place
Renton, Washington 98055

MCONSTRUCTION II" BROOCH -~ $125,00
Deborah Aguado

325 Central Park West

New York, New York 10025

SALT AND PEPPER SHAKERS - $150.00
Joel Bagnal .

79 Athelstane Road

Newton Centre, Massachusetts 02159

RING WITH THREE CULTURED PEARLS - $375.00
George Brooks

Studio K

1470 East Valley Road

Santa Barbara, California 93108

SET OF SIX BUTTIONS ~ $60.00
Cashion Callaway

Box 32

Silver City, Nevada 89428

704/675-4854
413/447-7031
406/668-7457
212/675-0400
301/664-2577
216/434-9095
206/228-5838
212/865-7596
671/964-7229

617/353-2022

805/969-2310
805/963-3127

702/784-6814



67

68

69

70

71

72

73

74

75

76

77

- THREE EASTER EGG BOXES - $75.00 each
Michael Croft '
1441 North Day Road
Tucson, Arizona 85715

- NEW BEDFORD WHALER CHANDELIER - $95.00
Roy Daniel
1200 Washington Street
Harpers Ferry, West Virginia 25425

- NECKLACE OF FOUR INTERCHANGEABLE NETSUKE BEADS -~ $295.00
Jaclyn Davidson
1210 Mimosa Way
Pittsburgh, Pennsylvania 15212

- LETTER OPENER - $12.00
Frances Felten
100 strong Terrace
‘Winsted, Connecticut 06098

- BRONZE VESSEL - $400.00
Lee Ferber & Doug Hendrickson
Peola Craftsmen
1815 46th
Des Moines, Iowa 50310

- FOOD CHOPPER - $50.00
Donald B, Francisco
143rd Street
Caledonia, Michigan 49316

- RING WITH TOURMALINE - $285.00
Susan Gorman
2104 Noel Drive
Champaign, Illinois 61820

- PASTRY KNIFE - $300.00 -
Robert Griffith :
P.0. Box 515
De Soto, Illinois 62924

- CANDELABRUM - $63.00
Richard Horosko-Manderbach -
5603 Phinney Avenue N.
Seattle, Washington 98103

- PERFUME CONTAINER - $75.00
Don M. Johmson
R.D. #3, Box #388
Oneonta, New York 13820

- BRACELET - $75.00
Louis Brent Kington
R.R. #1
Makanda, Illinois 62958

602/884-2256
602/885~7028

304/535-2218

412/321-6050

-

203/379-4929

515/279-4225
515/276-8954

217/356-9940

618/867-2539
618/453-3778

206/524-6574

607/432-0187

618/549-7926
618/453-2571
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EAGLE KITCHEN POT RACK -~ $160.00
Bruce Le Page

Route #1

Verona, Wisconsin 53593

FOUR STICK PINS - $50.00 each
Susan §. Lloyd ,

7714-B Penrose Avenue

Elkins Park, Pennsylvania 19117

DAMASCUS KNIFE - $500.00
Daryl Meier

700 West Walnut
Carbondale, Illinois 62901

NECKLACE WITH ANTLER TIPS ~ $§750.00
Weldon Merchant

216 Main Street

Buda, Texas 78610

"GEORGE WASHINGTON" BELT BUCKLE =~ $425.00

James' 1. Meyer
41 West Third Street
Williamsport, Pennsylvania 17701

PAIR OF EARRINGS ~ $49.00
Jacqueline Ott

21 Olney Avenue

Lincoln, Rhode Island 02865

NECKLACE WITH BIGG'S CANYON JASPER - $850.00

Ronald Pearson
01d Ferry Road
Deer Isle, Maine 04627

RING WITH RUTILATED QUARTZ - $275.00

Carl Priolo
833 Alberta Avenue
Santa Barbara, California 93101

SEWING SCISSORS - $200.00
Michael Riegel

Route #2, Box #100
Carterville, Illinois 62918

BELT BUCKLE =~ $22.00
Enily Bolster Sohier
51 Howellville Road
Berwyn, Pennsylvania 19312

REVERE LANTERN - $60.00

Henry J. Spain

4008 Sherman Drive

Winston-Salem, North Carolina 27107

' 608/836-7952

215/884-5196

618/549-3234
618/453-3778

717/326-4874
717/322-0624

401/728-1066

207/348-2535

618/985-6890

919/788-6776
919/724-9291
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STERLING PITCHER - $950.00
Douglas Steakley

P.0. Box 736

Carmel Valley, California 93924

NECKLACE - $110.00
Gerald M, Stinn

235 Union

Orcutt, California 93454

TEA STRAINER - $75.00
Anita Wiedenhoeft

505 North Frances Street
Madison, Wisconsin 53703

FREE BALLOON ENVELOPE AND CARRIAGE - $10,395.00

The Balloon Works
Rhyne Aerodrome
R.F.D. #2

Statesville, North Carolina 28677

DINING TABLE - $3200.00
Jeffrey Bigelow

3407 M Street, N.W.
Washington, D.C, 20007

SET OF TWO CROCHET HOOKS (Sizes E & F) - $50.00

Dennis Bosch
R.D. #4
Enosburg Falls, Vermont 05450

BUGGY - $1250.00

Levi Mast

L-M Buggy Shop

Arcola, Illinois 61910

FORWARD SEAT SADDLE - $598.00

The Smith-Worthington Saddlery Company
Mr. Curtis C. Hanks, Sales Manager

287 Homestead Avenue
Hartford, Connecticut 06112

LEATHER PORTFOLIO - $75.00

Sven Stalman & Susan Reinhart-Stalman

Route #1, Box #280
Willow Wood, Ohio 45696

408/659-3554

805/937~7010

805/937-2820

608/257-8881

704/837-0503

202/337-4462

202/337-0590

802/326-4553

203/527-9117

ONE QUIRE ART WEIGHT PRINTING/DRAWING PAPER - $79.20 (24 sheets)

TWELVE WATERMARKED NOTE PAPERS AND ENVELOPES - $6.00

Kathryn & Howard Clark
Twinrocker Handmade Paper
R.R. #2

Brookston, Indiana 47923

317/563-3210
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SET OF SIX CHRISTMAS ORNAMENTS - $15.00

Susan Weber
1212 Vitalia

Santa Fe, New Mexico 87501

BATH TUB - $675.00

Mark Baldwin

Morgan Bay Road
Surry, Maine 04684

HARPSICHORD - $2640,00
Christopher F. Bannister
Bannister Harpsichords
Spur Route #518

Hopewell, New Jersey 08525

ROTATING BALL CABINET ~ $400.00

Timothy Barr

132 Silver Lake Road

R. F. D.

Brookline, New Hampshire 03033

PAIR OF MALLARD DUCK DECOYS ~ $150.00 each
Donald C. Briddell

77 East Main Street

Dallastown, Pennsylvania 17313

GATE~-LEG TABLE - $250.00

Paul Buckley

132 Silver Lake Road

R. F. D.

Brookline, New Hampshire 03033

DESK - $1750,00

Arthur Espenet Carpenter
Lower County Road
Bolinas, California 94924

MUSIC STAND - $500.00
Wendell Castle

18 Maple Street
Scottsville, New York 14546

STORAGE DRAWERS AND MIRROR - $650.00
John Cederquist

3180 Chemin de Fer

Costa Mesa, California 92626

FIRE ENGINE TOY - $25.00

Mark Davis

Sugar Camp, Route #2
Rhinelander, Wisconsin 54501

505/983-1396

609/466-1530

603/465-7500
717/244-0742

603/465-7500
603/673-7977

415/868-1542
415/868-1497

716/889-2378
714/556-4146

714/633-5060

715/272-1249
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117
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STOOL - $195.00

David Ebner

149 Fairview Avenue
Bayport, New York 11705

TEN COURSE RENAISSANCE LUTE - $1000.00

‘Lyn Elder

2578 Waller Street
San Francisco, California 94102

SPINNING WHEEL ~ $450.00
Steven A, Foley

908 Bickner Street, S.W.
Lake Oswego, Oregon 97034

FLOOR CLOCK - $3250.00

John Gaughan

5223 San Fernando Road, W.
Los Angeles, California 90039

ADIRONDACK GUIDE BOAT - $2000,00
Carl G. Hathaway

7 Algonquin Avenue

Saranac Lake, New York 12983

MUSIC RACK - $450.00

Richard R. John

915 River Street

Santa Cruz, California 95060

SPRING CHAIR -~ $700.00
William C, Leete

431 East Ridge Street
Marquette, Michigan 49855

LIBRARY LADDER ~ $450.00
Edward Livingston
Box 67

Bly, Oregon 97622

CUTTING BOARD AND SCOOP - $65.00
Emil Milan

" R.D. #2, Box #51

Thompson, Pennsylvania 18465

' WOOD AND LEATHER CHAIR - $350.00

Shinichi Miyazaki
32 Greene Street
New York, New York 10013

HAND MIRROR - $60.00
Kenneth Nelsen
704 South Mulberry

Maryville, Missouri 64468

516/472-2231

- 415/863-9760

415/626-7693

503/636~6583

213/245-4412
213/467-0258

518/891-3961

518/891-1719

408/426-1947

906/228-8542
906/227-3703

503/353-2256

717/727-2030

212/966-1408-
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LAMINATED BIRCHWOOD BOWL - $100,00

Rude Osolnik
2320 CPO
Berea, Kentucky 40403

HAMMER DULCIMER AND FOLDING STAND - $600.00 (Dulcimer)
~ §75.00 (Folding Stand)

Sam Rizzetta
Route #1, Box #362A
Barboursville, Virginia 22923

VIOLA DA GAMBA BOW - $400.00
SCRAPER PLANE - $500.00
William Post Ross

Chawberlin Street

Greenville, New Hampshire 03048

STOOL - $100.00

Christopher Sabin

159 shelburne Road

Greenfield, Massachusetts 01301

ROLLING PIN - $25.00

Lee A. Schuette

P.0. Box #164

Durham, New Hampshire 03824

SALAD BOWL WITH SERVERS = $45.00

Bob Stocksdale
2147 Oregon Street
Berkeley, California 94705

FRETLESS ELECTRIC BASS GUITAR - $1650.00

Rick Turner

Alembic

P.0. Box #568

Cotati, California 94928

CONFERENCE TABLE - $800.00
Union Woodworks

Warren, Vermont 05674

BIRCHBARK CANOE - $850.00
Henri Vaillancourt

Mill Street

Greenville, New Hampshire 03048

FIVE-IN-ONE TRAIN TOY - $40.00
Philip J. Van Voorst

213 West First Street
Maryville, Missouri 64468

606/986-4440
606/986-9413

703/832-2335

413/774-2650

207/384-2434
603/862-1003

415/843-7954

707/795-9498
707/527-8897

802/496-2821

603/878-2306

816/582-4838
816/582-2145



132 - ARM CHAIR - $425.00
Robert C. Whitley
Laurel Road . ‘
Solebury, Pennsylvania 18963 215/297-8452

133 - BED FRAME AND CAPTAIN'S STOW - $500.00
Judd Williams
2826 Tenth Street ) ' 415/548-5104
Berkeley, California 94710 415/642-5450
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Figure 1. Buggy. Levi Mast, Arcola, Illinois, catalog num-
ber 95.

CRAFT MULTIPLES

Readers of this publication and viewers of the exhibition
it was written to accompany may puzzle over the diver-
sity of objects chosen to represent production crafts today.
What does a contemporary glass and plexiglass dining
table have in common with a hand-built carriage made
by Amish craftsmen from a design used in the last cen-
tury and still used today? The answer is simple. They
both show the matching of materials and hand skills to
contemporary tastes and uses. The Amish buggy is as
valid today to the religious sect that shuns modern “con-
veniences” as the transparent table is to those who furnish
their homes in the most contemporary of styles. The
craftsman’s hand and his attention to detail are important
to both pieces—one an object that has persisted in its
traditional form and the other a purely contemporary,
creative expression. This exhibition was organized to
reaffirm the validity both of traditional design that con-
tinues to have an appeal today and of the new expres-
sions, created for this moment, that may become part of
a future heritage.

The idea for an exhibition of production objects by con-
temporary craftsmen came about during the period in
which 1 served as vice-chairman of the Inter-Agency
Crafts Committee—a loosely formed body of federal
employees from several government agencies responsible
for programs that benefit craftsmen. Among craftsmen
receiving attention in federal programs are those who
continue to make utilitarian objects, predominantly in
rural areas outside of the mainstream of current trends

Figure 2. Dining Table. Jeffrey Bigelow, W ashington,
D.C., catalog number 93.

in art. It seemed to me that it would be worthwhile to
match the attention usually given to the artist-craftsman
who makes unique objects by mounting an exhibition of
well-designed and well-made craft works produced in
multiples of at least ten. Just as the Windsor chair has
survived changes in fashion, appealing to contemporary
as well as traditional tastes, other surviving traditional
designs might be evaluated on the same basis as that used
for fresh new ones. Such designs have persisted because
of their integrity, The approaching Bicentennial of the
American Revolution gave strong impetus to the interest
we directed toward craftsmen working today to produce




Figure 3. Arm Chair. Robert C. W hitley, Solebury, Penn-
sylvania, catalog number 132.

utilitarian wares of quality as their counterparts did in
an earlier period in America.

Given an anonymous private gift to organize a national
competition for production crafts, the Renwick Gallery
applied for—and received—additional funding from the
National Endowment for the Arts to send the resulting
exhibition on a three-year national tour of towns of a size
frequently bypassed by high-quality, nationally selected

craft shows. Miriam Davidson Plotnicov, who had
helped to develop two earlier Renwick Gallery exhibi-
tions—7# oodenworks and Objects for Preparing Food
—coordinated the project. With the help of volunteers,
Mrs. Plotnicov mailed out more than 25,000 entry
forms for the competition, using every method imagin-
able to get word of the competition to craftsmen who
might be somewhat isolated geographically or culturally.
Each entrant was invited to submit up to three entries,
each of which could be represented by as many as three
slides showing different views. By the time the initial
jury selection took place on February 6-9, 1975, some
14,800 slides had been received, grouped by volunteers
according to the material used for the entry, and coded.
They were then arranged in slide trays so that three
views of each entry could be seen simultaneously by the
jurors. Lois Moran, director of research and education
for the American Crafts Council in New York City, and
Hedy B. Landman, director of the Danforth Museum in
Framingham, Massachusetts, served with me on the jury.

Although our intention was to select no more than 100
objects for the exhibition in order to keep it to a size
manageable by small museums with limited space, the
jury found that it was impossible to choose fewer than
146 slide entries. The objects chosen from the slides were
then viewed at the Renwick Gallery to make certain that
their quality matched their photographic appearance.
The final selection was of 133 objects made by 126 crafts-
men. Of these, eleven are represented only by photo-
graphs because of space limitations. It is unfortunate that
500 or so objects could not be shown ; a selection of that
number would have been much easier.

It is interesting to note the extraordinary diversity of
craft techniques, working methods, life-styles, and fin-
ished products of production craftsmen today. Although
their methods of production may vary, these methods
have roots extending into the past. Some such craftsmen
divide their work among several workers, reducing the
costs of producing multiple objects by adopting produc-
tion-line methods, even though a supervisory craftsman
personally oversees all processes that he or she does not
personally perform. Other craftsmen work alone, or-
ganizing their own step-by-step processes to duplicate a
good design, even though the same amount of personal
handwork may go into the fifth and sixth examples of a
production design as went into the first. Today, as in
former eras, the craftsman’s customers may be either a

wealthy patron seeking a silver pitcher in the day’s con-
temporary style or a working man or woman seeking a
beautiful turned-wood salad bowl or a functional, hand-
made casserole or teapot.

Because industrial production and such technological
developments as pyroceramics and plastics have made a
wide range of well-designed manufactured goods—goods
formerly made by craftsmen—available for everyone,
production crafts today have become important to con-
sumers as a means of giving a personal touch to their
somewhat standardized home environments. Conse-
quently, many modern craftsmen turn away from simpler
designs that compete directly with their manufactured
counterparts to make products that offer genuine alter-
natives to mass-produced wares and achieve greater im-
portance as creative products affordable to those who
seek collectors’ items of a new sort. The market for hand-
forged steel sewing scissors priced at $200 would seem
to be limited !

Figure 4. Sewing Scissors. Michael Riegel, Carterville,
Illinois, catalog number 86.

As to the prices of the objects in this exhibition, the Ren-
wick Gallery made no attempt to evaluate the fairness
of those set by the craftsmen for their entries. Anyone
with some understanding of the techniques and materials
used in making these objects could begin to guess at the
number of hours of work at a reasonable wage each
object required, the high cost of some of the materials—
such as precious metals—the relative rarity of some of
the technical skills required, and the level of artisanship
required to make the finished product. Prices are also
higher for craft techniques in which all depends on the
skill of a craftsman engaged in work that cannot be sal-
vaged should anything go amiss. I hope that this exhibi-
tion and publication will show that the alternatives

provided by craftsmen to present-day consumers are
beautiful and functional. These attractive utilitarian ob-
jects made by modern production craftsmen should pro-
voke each viewer to reflect on the importance of the in-
dividual creativity that they exemplify.

LLOYD E. HERMAN
Director, Renwick Gallery of
the National Collection of Fine Arts




PRODUCTION CRAFTSMENTODAY

The terms “production crafts” and ‘“production crafts-
man’’ are understood well enough by craftsmen, to judge
from the thousands of letters and cards received at the
Renwick Gallery requesting entry forms for the Craft
Multiples competition. There was some uncertainty,
however, about whether the general public would share
this understanding. Any person agreeing to produce an
edition of ten like objects—with only those differences
natural to any object of handcraft—became a production
craftsman for the purposes of the competition, but we at
the Renwick Gallery needed a definition. We thought
that one could be arrived at by deciding at which point a
large craft business becomes a small industry, and by
sorting out the ways in which production crafts relate to
folk art and the fine arts, and to the work of designer-
craftsmen and industrial designers.

One day, during the course of a telephone conversation,
a master silversmith said that “a production craftsman
makes a living making things people want to buy’’—and
that seemed like a workable, simple definition because it
includes the customer as a key part of the equation. With
the customer in mind, it seemed right to say that a pro-
duction craftsman makes multiple copies of objects that
combine his personal expression of our culture and tradi-
tions with his customers’ demand for wares useful in
everyday life.

Our questions concerning the way a production crafts-
man makes his product centered on the amount of work
that a craftsman could assign to other craft workers
without supervision, and whether machine processes and

power tools change a handcraft design. Must one crafts-
man make an entire object or may he work as part of a
team, each man completing a part in an assembly se-
quence? Should the craftsman use only hand tools?

The craftsman with employees works through them.
Thus, a responsible production craftsman who hires one
or many crafts workers must—and does—supervise every
production step and pass judgment on the finished prod-
uct to insure that his standards of excellence are main-
tained. The craftsman working alone obviously makes
all aesthetic and technical decisions himself, but often
skilled craft workers contribute in this area. Emil Milan,
who carved the cutting board and scoop in figure 5,
cleared away most of these problems by saying: “Since
I believe that each piece I do should be the best that could
be done, it doesn’t matter what tools I use, whether it’s
hand tools or power tools. The method shouldn’t show.”

Figure 5. Cutting Board and Scoop. Emil Milan, Thomp-
son, Pennsylvania, catalog number 118.
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Figure 6. Desk. Arthur Espenet Carpenter, Bolinas, Cali-
fornia, catalog number 100.

Ultimately, it comes down to that. The method should
not show, and when it does the craftsman has failed.

Tools have been with us from the beginning—some for
so long that we no longer consider them tools, but think
of them as simple implements of handcraft. But a needle
is a tool, and if you look back far enough there was a
time when even needles made from bone or a thorn did
not exist. A spindle is a tool and a shuttle is a tool and
a handloom is a tool also. The hammer is a tool and so is
an awl or a froe. But what about a sewing machine, or
an electric saw, router, sander, or planer?

The potter’s wheel is part of mankind’s early technical
history. Does the addition of an electric motor change its
function? Environments for controlled heat, such as
forges and kilns, are equally ancient. Why should it mat-
ter if an electric blower is attached or if the primary
source of heat is gas or electricity ? Is the lost-wax casting
technique fundamentally changed because a mold is filled
with hot metal in 2 motor-driven centrifuge ?

The future must be taken into account as well, when
materials, tools, and processes that now can only be imag-
ined will be commonplace to craftsmen ; but being crafts-

men, they will make their objects with the same care and
skill that are used by craftsmen today.

It is quibbling to define a craftsman by the tools he uses
to produce his work, though the inclination remains to
insist that power tools be hand guided. Craftsmen will
always adopt new machines as they develop to make work
lighter, and will devise techniques to make new design
concepts possible or improve older fabrication methods.
The unusual curved wedge structure of Arthur Car-
penter’s desk (fig. 6) is possible because we now have
adhesives that will hold under great stress. Better mor-
dants for dyes, improved paints, welding, electroforming,
and countless other new technical advances are additions
to a craftsman’s vocabulary of techniques. The unchang-
ing factor is the skill and care that each craftsman brings
to his methods and materials. ““The method shouldn’t
show.” The care and skill invested in any craft object
always do show.

Time-honored methods need not be discarded and a
craftsman is free to work the way he pleases. Henri Vail-
lancourt (see cat. no. 130) works alone and uses nothing
but the hand tools traditional to his canoe building,
whereas forty employees under Nancy Patterson’s super-
vision hand finish and decorate her Iron Mountain
stoneware (cat. no. 15). Timothy Barr and Paul Buck-
ley, makers of the ball cabinet and the gate-leg table,
shown in figures 7 and 8 respectively, are part of a three-
man co-op in which each man works independently in a
well-equipped woodworking shop, sharing tools, supplies,
and operating expenses. Union Woodworks, represented
by the conference table shown in figure 9, is a partnership
of four young men. Here, each man has a special function
for the business and generally works independently on
individual commissions unless a big job demands
teamwork.

Arrangements such as these cooperative and partnership
systems help craftsmen to establish themselves as small
businessmen—not an easy task considering the govern-
mental restrictions and paper work ready to descend on
any person who becomes an employer. Labor laws passed
during the early Roosevelt administration® killed any
possibility for cottage industry in the United States, and

* Nathaniel K. Fairbank, Handcraft, an Investigation of
the present and potential market for non-competitive hand-
craft in the United States, Division of Self-Help Coopera-
tives, Federal Emergency Relief Administration, 1934.
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Figure 7. Rotating Ball Cabinet. Timothy Barr, Brookline,
New Hampshire, catalog number 103.

Figure 8. Gate-Leg Table, closed and open views. Paul
Buckley, Brookline, New Hampshire, catalog number 105.
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subsequent tax and safety laws have created problems
that block the way of craftsmen who could make and
sell much more than they do had they the patience or time
to complete the forms and reports that hiring even a
single craft worker entails. Some decide expansion is
not worth the trouble and continue to work alone, mak-
ing a steady but limited income and never catching up on
the backlog of orders from waiting customers. Others
find some way to take the leap and hire or train the
skilled help necessary to expand production and still
maintain high quality. But progression from craftsman
to craft business remains a leap—not the easy growth it
should be.

Some of the foregoing helps to define the term “produc-
tion craftsman.” Working either alone or with assistance,
he makes multiples of an object that he plans to sell. He
may or may not use machine or power tools, but if he
does use them, they are generally hand guided and never
do his tools determine an object’s appearance. He may
use any materials that are suited to the purpose of his
design, and he puts his greatest skill and care into his
work. His design may be innovative and meant for a
small and exclusive clientele; it may be a contemporary
interpretation of conventional forms directed toward a
wider market; or it may be traditional, exactly repro-
ducing early design forms. It can be useful here to re-
member how the traditional craftsman differs. He is not
an innovator nor does he intend to be, and he desires to
keep classic design forms and craft techniques alive.

Figure 9. Conference Table. Union Woodworks, Warren,
Vermont, catalog number 129.

The one thing a genuine production craftsman does not
do is work in isolation. His exposure to the world pre-
cludes that. His first decision, to earn a living by his own
labor, guarantees constant interaction with the people
who are his customers. The production craftsman pro-
poses to exercise his skills on behalf of others not gifted
with his deft hands and patience and his discipline—or
with his daring to live a life stripped of the protections
and insurances most people want.

Joseph Mannino, the ceramist whose serving platter is
shown in figure 10, responded decisively when asked why
he is a craftsman:

Figure 10. Serving Platter. Joseph Mannino, Philadelphia,
Pennsylvania, catalog number 10.
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Figure 12. Wood and Leather Chair. Shinichi Miyazaki,
New York, New York, catalog number 119.

Even though the workman’s benefits are nonexistent (no
medical insurance, no paid vacations) and the “system” at
times seems to be set on crushing the small, small business-
man, I'm a craftsman. Freedom is why. Freedom to work
when I want and on what I want. Freedom to play many
roles: artist, chemist, laborer, salesman. The freedom of
feeling in control of one’s being and direction. I don’t put
in a nine-to-five day and then go home to lead a second life.
My craft is my life-style ; to me an eighteen-hour kiln firing
is not overtime, a crafts fair is a vacation.

The production craftsman likes to travel in his own way
and at his own speed ; his independent nature forces him
to the course he takes. Wood craftsman Arthur Espenet
Carpenter (fig. 6) describes himself as “an irascible in-
dividualist who couldn’t do the team trip.” Like most
craftsmen he is his own manager, buyer, salesman, book-
keeper, advertiser, and repairman. “A craftsman, like a
farmer, is an independent man using all his faculties—
body, mind, and spirit. He is directly responsible for his
product and for himself. There are no excuses except for
God and the weather.”

From their own comments about themselves the men and
women in this exhibition see craftsmen as essential to
society, not to provide for our everyday needs—which

Figure 11. Hammer Dulcimer and Folding Stand. Sam
Rizzetta, Barboursville, Virginia, catalog number 122.

our machines take care of fairly well—but essential to
nurture those undefined areas of the spirit that make our
lives truly rich. Craftsmen make things that please and
serve others. They take pleasure in mastering the dis-
cipline of their craft, conceiving an idea and working it
into reality, and passing it along to another.

Instrument-maker Sam Rizzetta writes: “Most of all 1
take delight in hearing the first voice of a new instrument
and knowing that my instruments, an end in themselves
for me, are the beginning of a creative expression for
others.” Furniture-maker Shinichi Miyazaki speaks
about another aspect of craftsmanship : “When [a crafts-
man’s] skills are applied to the proper materials the re-
sult is unique and artistic to a degree impossible to obtain
by mass production. And when we use such furniture, the
craftsman’s joy in creation is somehow communicated to
us and we partake of it.”

The stories about the ways in which the 126 men and
women included in this exhibition became craftsmen are
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testimony affirming that craft traditions are passed from
older generations to the young. Most are part of our
post-World War Il generation, now in their mid twen-
ties and thirties, with a sprinkling of young college stu-
dents and several participants whose ages range into the
early sixties, Probably half of them picked up the basic
techniques of their particular medium—plus a respect
and appreciation for handmade objects—from childhood
surroundings. Many of the woodworkers, for instance,
learned their first skills from their fathers, and several
craftsmen working with textiles also learned quilting or
weaving from family members. For others, craft instruc-
tion in grade schaol or high school created an early in-
terest that was sparked to life again by opportunities to
study crafts in college.

Often the craft studied in a school situation is not the
one finally chosen as the medium that best suits the in-
dividual. When this medium is discovered, he will seek
out the necessary information wherever it is to be found :
from books or from the advice of other craftsmen, from
locating a person or place where a suitable apprenticeship
can be arranged, or from teaching himself through trial
and error experiments, Whichever the way he learns his
craft, he will recognize the process as an instinctive, even
inevitable, groping toward personal fulfillment.

For such a small group, a noticeable portion studied ad-
vanced technology of some kind, or were trained archi-
tects or engineers, employed in their field, who decided
that they really should be craftsmen. Broom-maker Jens
Wennberg, formerly a managing engineer with a major
industrial firm, relates a dramatic change in his life-style:

I found that too much of my energy went to the corporation
and I left too many things I wanted undone. I moved to my
farm near Ithaca, New York, built an addition to the cabin.
I grow half of my food, do some sculpting, and work as a
volunteer counselor. ...

I was looking for a craft. I went to the Fox Hollow Fes-
tival, Petersburg, New York, a festival of traditional music.
Henry Young, a broom-squire from Ohio, was there. I took

D

Figure 13. Round Hearth Broom. Jens L. Wennberg, Free-
ville, New York, catalog number 54.

one look and said, ““That is the craft for me.” I sat down
beside him for four days and he showed me how to make
brooms.

I am one of the traveling people in the tradition of the Con-
necticut peddler, the tinker, the gypsy. I go from fair to fair,
demonstrate broom making, and sell my wares. I have a
truck rather than a horse and wagon. My brooms follow
the pattern of eighteenth-century New England.

The United States is today well blessed with craftsmen
who work chiefly for the joy of sharing joy, like kite-
maker Heloise Lochman. She began making kites as a
hobby and as gifts for friends and was then drawn into
the street-artist scene in the San Francisco Bay area,
where she began making kites to sell. Hip and straight
alike bought them——everyone likes kites—and now, with
the help of her husband, she has a full-time kite-making
business. “I don’t think I would feel this way about
another craft. Kites have special qualities . .. they em-
body the things I love—beauty, peace, harmony, freedom
—in a way nothing else can. I will make kites the way a
plant makes flowers.”

Potter James Pringle relates his ceramic forms directly
to contemporary life in the United States. He recalls:

Through the first two years of graduate school I was under
what I call the oriental mystique in pottery. I was trying,
and was being taught to try, to make a Chinese or Japanese
type of pot. After two years of struggling with this and not
getting very far, I ran across a book which listed the work
of Hans Coper, Lucy Rie, and Gordon Baldwin, and I
realized then that I am not an Eastern type of person. I

am a Westerner, and it is really false for me to try to make
pottery in the Eastern tradition....where the prime im-

portance is on static design. ... I realized that it was pos-
sible to make pottery and concentrate on a dynamic design.

It seemed false to me for any student in the United States
to leave his apartment after listening to hard rock music,
jump on a motorcycle, go screaming down to his studio, go
inside and then turn on more hard-rock music, then sit
down at the potter’s wheel and try to make a peaceful,
oriental pot. That doesn’t mean that I don’t have respect
for oriental pottery, for Eastern pottery; it just means that
in order to express myself faithfully I have to express my-
self dynamically, as a Westerner.

An altogether different kind of life is portrayed by Don-
ald C. Briddell, who carves the duck decoys.

I have found that my craft work is the only activity, besides

16

meditation, that leaves me with more energy when I’m done
for the day than when I began....I find on certain days
I can do certain things better than on other days. Being self-
employed I can always be working at my optimum since I
can move according to the predilection of the day. Some days
I’'m in a painting mood, or a carving mood, or I'll want to
sling an axe and chop wood for the shop’s pot-belly stove;
or I’ll get the urge to go down by the Susquehanna River
and sit in the rocks and watch the ducks. I can also stay up
into the wee hours of the a.m. if I'm really into a work and
can’t put it down. It is of great importance to be able to do
these things as they are appropriate. Gladly I'll trade the
lure of “Big Money” for “enough to get by on” and the
freedom of choice which is the freedom to live in the present
as much and for as long as possible. One must be willing to
simplify drastically.

The basic roles in human civilization do not change.
Craftsmen are the “makers” who put stone on stone to
make a house or a temple, the ones who melt the sand
and blow the glass, who forge the metal into tools and
shape wood and fibers for a thousand uses. Without
craftsmen there could be no civilization.

Today, craftsmen are making prototypes for industry;
they are restorers of historic treasures; they are brick-
layers and carpenters and plumbers; and they are our
technological tinkerers contriving plastics, electronic
components, wheels, motors, wings, and sails into new
necessities and delights, They are the artist—craftsmen
and production craftsmen making their own versions of
the many things we use to create a personal environment.

It is the craftsmen who make mankind’s material dreams
and ideas real in any age and who carry from generation
to generation some of humanity’s oldest and best loved
traditions. Should we reach the day when we have far
more leisure than we do now, the craftsmen will be there
—more craftsmen will be there, for a certain number of
us must use our hands, and more of us will discover we
are among that number. In the beginning of America’s
third century of independence, there is accommodation
and tolerance for a multitude of life-styles, ways for each
of us to express ourselves and our culture, as we choose,
and this is good reason to celebrate.

MIRIAM DAVIDSON PLOTNICOV
Exhibition Coordinator,
Renwick Gallery of the National Collection of Fine Arts

Figure 14. Dragon Kite. Heloise Lochman, San Francisco
California, catalog number 46.

Figure 15. Pitcher with Four Tumblers. James Pringle,
Chapel Hill, North Carolina, catalog number 16.
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JURORS’ STATEMENT

In judging submissions to the competition Craft Mul-
tiples through the medium of slides, primary considera-
tion was given to design. Each work was also judged for
craftsmanship and function. Purely decorative objects
and miniatures were not selected for this exhibition,
which focuses on the useful. Nor were any motorized
speed vehicles accepted, since the degree of their crafts-
manship in technical and functional terms can be more
properly evaluated in an exhibition dealing specifically
with such vehicles.

The jury examined works in the contemporary idiom for
the originality or directness with which they treated con-
ventional usages, as well as for their reproducibility.

Traditional designs were selected with a concern for the
craftsman’s personal interpretation of the tradition and
the appropriateness of the object to contemporary life.

Some types of crafts within given media were sparsely
represented and thus a broad comparison of style and
technique was not possible in all cases. Nevertheless, if a
work met the criteria of design, craftsmanship, and func-
tion, it was considered despite its rarity among total
submissions.

Although there were hundreds of submissions in several
craft media, certain kinds of products to which the crafts-
man’s imagination and know-how might be directed were
totally missing. Well represented were ceramic table and
kitchenware, wooden toys, chairs, casual tables, pillows,
jewelry, dolls, and musical instruments. Less frequently
submitted were examples of stitchery (other than in
quilting and dolls), printed textiles, apparel, salt-glaze
ceramics, large-scale ceramics, rugs (rya, rag types),
enamels, earrings and pins, beds or headboards, two-
to three-person seating, and large tables.

Many excellent design ideas were evident, but often they
were not sufficiently developed or were spoiled by care-
less workmanship.

The value to the craftsman of clear, “readable” photo-
graphs must be stressed in any competition where slides
are surrogates for actual works.

LOIS MORAN
Director, Research and Education Department

American Crafts Council
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CATALOG OF THE EXHIBITION

The catalog entries are arranged alphabetically by media
and names of the participating craftsmen. In a few in-
stances, considerations of space and size have made it
necessary to represent objects by photographs; these in-
stances are indicated by the word “Photograph” placed
under the name of the object exhibited. In all instances,
the dimensions given are for the actual or pictured object.
The dimensions are in inches except where another meas-
urement is specified, followed in parentheses by dimen-
sions in meters (m), centimeters (cm), and millimeters
(mm).

All objects are currently in production. Unless otherwise
noted, the examples in the exhibition are the property of
the Renwick Gallery, National Collection of Fine Arts.

My family heritage is American Crafts.

I have beautiful quilts done by my grandmother.

My great-grandfather made handsome furniture.

My own parents continue to farm land that has

belonged to the family since the Civil W ar. Inventing

and making some of one’s own tools, spinning,

knitting, sewing, were all part of my everyday childhood.
Well-crafted handmade objects were prized and cared for,
whether they were handed down from previous generations
or created both as a necessary and joyful part

of everyday life.

SUSAN ADAMSON, Bainbridge Island, Washington
Bicentennial Doll, cat. no. 26
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CERAMICS

One beauty of being a craftsman, or at least a potter,

is that you get instant feedback. W hen I take a piece of clay

and throw it down on the wheel I can almost see

my reality take shape, as quickly as I can visualize it

or as quickly as I can intellectualize it.
Added to thisisthe drama of firing.

JAMES PRINGLE, Chapel Hill, North Carolina
Pitcher with Four Tumblers, cat. no. 16

1. MORTAR AND PESTLE
stoneware, glaze ; wheel thrown, reduction fired
Made by Tim Ballingham, Westmoreland, Kansas

Mortar: Height 4 (100 mm)
Pestle: Height 574 (147 mm)

2. ““PHASES OF THE MOON’’ PLATE SET

stoneware clay and glaze ; wheel thrown, wax block-out
glazed

Made by Audrey Bethel, Norman, Oklahoma
Diameter 1054 (269 mm)

3. EGG SEPARATOR

stoneware clay and glazes, twine; wheel thrown,
trimmed, glazed

Made by Charles F. Chamberlain, Greenville, North

Carolina

Diameter 5 (125 mm)

4. SET OF THREE GOBLETS

stoneware, feldspathic glazes; wheel thrown, reduction
fired

Made by Philip Childers, Berea, Kentucky
Height 5 (125 mm) ; diameter 474 (106 mm)

5. CASSEROLE

stoneware, cobalt slip, celadon glaze; wheel thrown,
printed, glazed, reduction fired

Made by Harriet Cohen, Amherst, Massachusetts
Height 534 (134 mm) ; diameter 924 (241 mm)

6. COVERED JAR
stoneware, iron slip and glaze ; wheel thrown, reduction

fired
Made by Steve Frederick, North Liberty, Iowa
Height 634 (171 mm) ; diameter 74 (184 mm)

7. COVERED JAR

stoneware clays and glazes; wheel thrown, wax-resist
decorated

Made by Stephen Jepson, Geneva, Florida
Height 614 (156 mm) ; diameter 9% (238 mm)
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8. SET OF THREE MIXING BOWLS

stoneware ; wheel thrown, reduction fired
Made by Joel Knanishu, Livingston, Tennessee

Large bowl : Height 554 (143 mm)
M edium bowl : Height 434 (112 mm)
Small bowl : Height 3%6 (88 mm)

9. BUTTERFLY BOX

stoneware, stoneware and luster glazes, decals; wheel
thrown and slab constructed, reduction fired, decoration
applied

Made by Tyrone Larson, Bakersville, North Carolina
Height 654 (175 mm) ; width 5%% (140 mm) ; depth
534 (140 mm)

10. SERVING PLATTER Figure 10

porcelain, slip, glaze; wheel thrown, feathered slip
patterned

Made by Joseph Mannino, Philadelphia, Pennsylvania
Diameter 17 (431 mm)

11. COVERED DISH
stoneware, glaze; wheel thrown
Made by Robert M arkle, Whitefish, Montana

Owerall : Height 534 (137 mm)
Dish: Diameter 934 (238 mm)

12. COIL EARTH PLANTER
low fire clays, stain ; slab and coil constructed, oxidation

fired
Made by Roberta Marks, Coral Gables, Florida
Height 1734 (450 mm) ; diameter 13 (330 mm)

I have always been a craftsman of sorts. My ancestors

were freemen and admitted as such—blacksmith. Before then
and now they were boatbuilders, my father a welder,

his father a master-machinist. W e always worked

with our hands.

CHARLES F. CHAMBERLAIN, Greenville, North Carolina

Egg Separator, cat. no. 3
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I don’t think I chose to become a craftsman, rather I think
I have always been one. I have always had an innate sense
of how an object or design should be put together and I
take great pleasure in seeing that design develop into

a finished piece that is both complete and beautiful.
TYRONE LARSON, Bakersville, North Carolina

Butterfly Box, cat. no. 9

13. BowL

stoneware, feldspathic glaze; wheel thrown, dip glazed,
reduction fired

Made by Irmgard Mezey, New Canaan, Connecticut
Height 534 (146 mm) ; diameter 9 (230 mm)

14. TEAPOT

mixed clays, stains, and glazes; wheel thrown, textured,
stained

Made by Ragnar Naess, Brooklyn, New York
Height 614 (160 mm)

15. ““MARTHA’S FLOWERS'’ PITCHER

porcellaneous stoneware, glaze ; slip cast, hand decorated,
reduction fired

Made by Nancy Patterson, Iron Mountain Stoneware,
Inc., Laurel Bloomery, Tennessee

Height 8 (204 mm)
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16. PITCHER WITH FOUR TUMBLERS Figure 15
stoneware, glazes ; wheel thrown, reduction fired
Made by James Pringle, Chapel Hill, North Carolina

Pitcher: Height 11 (280 mm)
Tumblers: Height 534 (146 mm)

17. COVERED J AR

white stoneware clay and slip, slip glaze ; wheel thrown,
slip-trail decorated, salt glazed

Made by Jeff Procter, Salem, Oregon
Height 1174 (290 mm)

18. COVERED JAR WITH SPOON

stoneware, iron oxide glaze, overglaze, wooden spoon;
wheel thrown, glazed, reduction fired

Made by Lee and Carol Rosenbloom, Knightdale, North

Carolina

Height 754 (193 mm)

19. TEAPOT

stoneware, glaze, cane ; wheel thrown
Made by Harriet Spleth, Alfred Station, New York
Height, including handle, 1074 (260 mm)

Frankly, I wanted to make pots so much when I found
out how that I never questioned. ... It seems alittle like
asking a bird why it chooses to fly; the bird’s only answer
would be to spread its wings and do what it does

the best it can.

JAcK TroY, Huntingdon, Pennsylvania
Pitcher, cat. no. 22
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20. CASSEROLE

stoneware, feldspathic glaze; wheel thrown, reduction
fired

Made by Donald Sprague, Portland, Oregon
Height 5%6 (135 mm) ; length 10% (266 mm)

21. LIDDED CONTAINER

stoneware clay, celadon glaze; wheel thrown, beaten,
salt glazed

Made by Ann Stannard, Stony Point, New York
Height 824 (203 mm)

22. STONEWARE PITCHER

stoneware ; wheel thrown, salt glazed

Made by Jack Troy, Huntingdon, Pennsylvania
Height 1124 (292 mm)

23. SET OF FIVE TEA CUPS

mineral colored clays, fritted lead glaze ; slab and overlay
constructed, glazed

Made by Leif Wicklund, New York, New York
Height 4 to 434 (102 to 121 mm)
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24, TEAPOT AND FOUR CUPS

stoneware clay and glazes, stains; wheel thrown, wax-
resist decorated

Made by William Wilhelmi, Corpus Christi, Texas

Teapot: Height 84 (215 mm)
Cups: Height 31%e (100 mm)

25. REDWARE PLATES

red clay, clear and colored glazes; slab molded, glaze
decorated

Made by Roger Zellner, State College, Pennsylvania
Diameter 9 to 1024 (228 to 260 mm)
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FIBER

By making one whole quilt myself I am carrying on
the tradition of American quilts. Many people have the
misconception that quilts were a form of communal art.

When my mother put me off her lap

so she could work at her baskets,

she gave me scrap material to play with.
That'’s how I learned to make baskets.
EDITH BONDIE, Hubbard Lake, Michigan
“Porkypine”’ Basket, cat. no. 30

Historically this is just not true. T he vast majority of quilts
were the work of one woman working alone.

D. MARIE LYMAN, Portland, Oregon

“Morning Light” Quilt, cat. no. 48

26. BICENTENNIAL DOLL

plain weave cotton ; silk-screened, sewn, stuffed

Made by Susan Adamson, Bainbridge Island,
W ashington

Height 20 (50 cm)

27. COVERLET ~ F n\\\ﬁ\,}\'\t&.”
3§ ‘ RRun

cotton warp, woolen weft ; handwoven, fringed

Made by Anda Bijhouwer, Phippsburg Center, Maine

Length 96 (240 cm) ; width 84 (210 cm)
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28. THREE HAND PUPPETS

unbleached muslin ; batiked, machine sewn
Made by Stephen Blumrich, Halsey, Oregon
Height 1034 (26 cm)

29. FLOOR PAD

wool warp, wool and synthetic bouclé weft, polyester fill ;
tubular woven, rya knotted, stuffed on loom

Made by Ronnine Bohannan, Boulder, Colorado
Length 78 (195 cm) ; width 29 (73 cm) ; depth 614
(16 cm)

30. ‘““PORKYPINE’’ BASKET

black ash ; woven basketry

Made by Edith Bondie, Hubbard Lake, Michigan
Height 8 (12 cm) ; diameter 8 (12 cm)

31. rUG

linen warp, undyed wool weft; handwoven, fringed
Made by Jane Busse, Cincinnati, Ohio

Length 85 (213 cm) ; width 40 (100 cm)

32. “BANANAMAN IN SWITZERLAND"’
PILLOWBOOK

cotton ; silk-screened, sewn, stuffed

Made by Frances Butler, Emeryville, California
Open: Length 192 (480 cm) ; width 16 (40 cm)

Folded: Length 215 (54 cm); width 16 (40 cm);
depth 4 (10 cm)

33. FLOOR PILLOW

linen warp, woolen weft, polyester fill; handwoven,
sewn, stuffed, tassled

Made by Janet S. Daniel, Shaker Heights, Ohio

Pillow: Length 19 (48 cm) ; width 19 (48 cm) ; depth
6 (15 cm)

Tassles: Length 6 (15 cm)
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The reason I chose Colonial Overshot weaving is that

it seems to be a neglected form . .. most of the weavers
work in color, texture, or free-form objects that are

not loom-controlled but rather a form of art expression.
I feel the old patterns that were used in Colonial days . ..
took a great deal more skill and complete control

of the loom.

ANDA BIJHOUWER, Phippsburg Center, Maine

Coverlet, cat. no. 27
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For most of the years 've been around, I have had

an abiding interest in toys. I was inclined for a while to
categorize this as a failing when everyone else around me
seemed to gravitate instead toward more adult toys,

such as automobiles and martini recipes, until I read that

the poet, Eugene Field, was firmly attached to a large
collection of dolls and that the fine British actor, Peter Bull,

is a teddy-bear connoisseur, and has written a charming book
on the subject obviously aimed at adult readers.

TIMOTHY EVANS, Washington, D.C.
“Miss Havisham” Scrap Doll, cat. no. 34

34. ‘““M1SS HAVISHAM'’ SCRAP DOLL

muslin, machine and handmade lace, polyester fill, glass
beads ; hand and machine sewn, embroidered

Made by Timothy Evans, Washington, D.C.
Height 1974 (49 cm)

35. ANGEL PILLOW

unbleached muslin, cotton and mohair yarns, polyester;
machine sewn and quilted, hand embroidered, stuffed

Made by Elizabeth Gurrier, Hollis, New Hampshire
Height 1675 (41 cm)

36. WOVEN DOLL
wool, polyester; handwoven, machine sewn, hand em-

broidered, stuffed
Made by Mary Jo Horning, Omaha, Nebraska
Height 26 (65 cm)

37. WASTE BASKET

longleaf pine needles, raffia; coiled basketry
Made by Marian John, Elton, Louisiana
Height 1274 (31 cm) ; diameter 11 (28 cm)

I choose to be a part of the tradition of the Coushatta

Indian Tribe ...I am able to contribute my talents in the
continuation of this tradition. ...l was taught by my mother . ..
I now have taught my two daughters this same art.

wy :zz:azmmuzm«am««
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38. DRESS MARIAN JoHN, Elton, Louisiana
. . - Wo aste Basket, cat. no. 37

unbleached muslin, mussel shells, beads, metallic and Y R .

cotton yarns; batiked, embroidered, hand and machine

sewn

Made by Carol and Duffy King, Fairfax, California
Length 54 (135 cm) ; width 38 (95 cm)
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MarBLE CanyoN CorLrecTioN (39 through 44)

wool, mohair, alpaca, linen, cotton, wooden buttons,
elastic, braided yarn, twisted ties; hand dyed, hand-
woven, machine and hand sewn

Made by Connie La Lena, Grand Junction, Colorado

39. BLOUSE
Length 48 (120 cm) ; width at bottom 20 (50 cm)

40. TUuNIC

Length 36 (90 cm) ; width 17 (43 cm)
Ties: Length 34 (85 cm)

41. TROUSERS
Length 41 (103 cm) ; width at bottom 25 (63 cm)

42. CAPE, UNLINED
Photograph

Length with hood 68 (170 cm) ; width at bottom 53
(63 cm)

43. PONCHO
Photograph
Length 4134 (104 cm) ; width 46 (115 cm)

44, SKIRT
Photograph
Length 39 (98 cm) ; width at bottom 25 (63 cm)

39

1 believe I couldn’t help becoming a craftsman. |l grew up in
a family where nothing was purchased if it could possibly be
made. My father had a great respect for the handmade and
was himself a gunsmith, specializing in muszle-loading
Kentucky long rifles. As a child I had a knack for drawing,
so it was natural that I pursue it academically. But, I found
the atmosphere in the art world rarified and the work being

done there terribly self-conscious. The unself-consciousness
of functional crafts suits my temperament, and it pleases me
to know each piece I make has required from me more
aesthetic decisions than the purchaser would ever guess.
CONNIE LA LENA, Grand Junction, Colorado

Marble Canyon Collection, cat. nos. 39-44
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45. ““TRICERATOPS’’ PILLOW

unbleached muslin, polyester, silk-screened, machine and
hand sewn, stuffed

Made by Michelle Lipson, Wheaton, Maryland
Height 13 (33 cm) ; length 23 (58 cm)

46. PRAGON KITE Figure 14

bamboo and reed framework, silk, cotton, nylon, and
polyester plain weave cloths, ribbon, mylar; hot-knife
cut, machine appliquéd and embroidered

Made by Heloise LLochman, San Francisco, California

Kite: Length 388 (970 cm) ; width 25 (63 cm)
Ribbon streamers: Length 35 (88 cm)

47. GOAT TOY

wool, mohair and synthetic yarns, suede, polyester ; hand-
woven, rya knotted, hand sewn, embroidered, stuffed

Made by Kari Lgnning, Brookfield, Connecticut
Height 2174 (53 cm) ; length 25 (63 cm)

48. ““MORNING LIGHT'’ QUILT

denim, chambray, miscellaneous cotton and synthetic
fabrics, dacron batting; machine quilted, machine and
hand sewn

Made by D. Marie Lyman, Portland, Oregon
Length 84 (210 cm) ; width 64 (160 cm)

49, HAMMOCK

Photograph
jute, wood; 3/3 sprang constructed on circular warp,

fringed
Made by Anne Pixley, Duxbury, Massachusetts
Length with fringe 90 (225 cm) ; width 48 (120 cm)

50. PLACEMAT AND NAPKIN SET

linen ; honeycomb and plain weaves, handwoven,
hemmed

Made by Quicksand Craft Center, Vest, Kentucky

Placemat : Length 18 (45 cm) ; width 13 (33 cm)
Napkin: Length 18 (45 cm) ; width 1634 (42 cm)

51. BEDSPREAD
wool ; double double-woven 48-inch loom, fringed
Made by Dot Replinger, Urbana, Illinois

Length 120 (300 cm) ; width 92 (230 cm)




52. PILLOW FORM

wool yarns and roving, kapok; hand spun, handwoven,
wrapped, stuffed

Made by Carol Schwartzott, Niagara Falls, New York
Length 3034 (75 cm)

53. piLLOW
linen, polyester ; handwoven, machine sewn, stuffed
Made by Kerstin Schweizer, Kent, Washington

Length 15 (38 cm); width 15 (38 cm); depth 474
(12 em)

54. ROUND HEARTH BROOM Figure 13

broomcorn, wire, cotton string, ramin wood, leather;
broom-making techniques

Made by Jens L. Wennberg, Freeville, New York
Height 38 (95 cm) ; diameter 2%4 (7 cm)

55. NANTUCKET LIGHTSHIP SHOPPING
BASKET

rattan, oak, ivory, metal findings; woodworking, woven
basketry

Made by Paul F. Whitten, Nantucket, Massachusetts
Height with handle 13 (33 cm) ; length 1434 (37 cm)

GLASS

I am hooked on the unique qualities of molten glass
and its demands on the craftsman. I think this is
because you work with glass, not on it. ...

Each object | make reflects the fluid movement

of the molten material it’s made from.

ROGER VINES, Renton, Washington

Compote, cat. no. 62

56. SET OF TWO BEER MUGS

glass; color trailed, blown

M ade by William Bernstein, Burnsville, North Carolina
Height 814 (203 mm)

57. DECANTER

glass; blown, ground

Made by Thomas Greenleaf, Pittsfield, Massachusetts
Height 824 (213 mm) ; diameter 5 (125 mm)

58. NEW JERSEY GOBLETS

glass; offhand blown

Made by Charles Lutner, Fromberg, Montana

Height 10 (250 mm) ; diameter 3 to 314 (75 to 78 mm)
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59. MECHANICAL GLASS GRAPHIC

lead channel, 14-inch, 5-inch, 74-inch ridged clear glass,
opaque glass, mirror, wood ; leaded construction, wood-
working

Made by Richard Millard, New York, New York
Height 3424 (86 cm)

Lent by the artist

60. TWO CANDELABRA
tubular Pyrex glass ; flameworked, sanded
Made by Eva Schonfield, Baltimore, Maryland

Height without candles 1034 to 1054 (260 to 266 mm) ;
width 814 to 104 (213 to 256 mm)

61. CANDLE HOLDER

glass; mold blown
Made by Drew H. Smith, Akron, Ohio

Height without candle 6% (163 mm) ; width 4%
(106 mm)

62. COMPOTE

glass ; ofthand blown

Made by Roger Vines, Renton, Washington
Height 974 (228 mm)
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METAL

The American metalsmithing tradition—though
stemming from European origins—was and is yet,
an important individual esthetic phenomena.
DEBORAH AGUADO, New York, New York
“Construction I1” Brooch, cat. no. 63

63. ‘““CONSTRUCTION 1I’’ BROOCH
silver ; cast, constructed
Made by Deborah Aguado, New York, New York

Height 134 (44 cm); width 134 (44 cm); depth 34
(9 mm)

64. SALT AND PEPPER SHAKERS

sterling silver ; fabricated, stamped, engraved

Made by Joel Bagnal, Newton Centre, M assachusetts
Height 2 (50 mm) ; diameter 114 (38 mm)

65. RING WITH THREE CULTURED PEARLS

18k yellow gold, cultured pearls; hand forged from sheet
Made by George Brooks, Santa Barbara, California
Length with setting 134 (34 mm)

66. SET OF SIX BUTTONS

sterling silver ; pierced overlay, soldered, oxidized, buffed
Made by Cashion Callaway, Silver City, Nevada
Diameter 74 (22 mm)

I am an artist because I see. I am a craftsman because
society historically calls the medium in which I work
acraft.In an age when technology allows man to
survive splendidly as a rational animal, the artist
makes symbols that help mankind see how to survive
as uniquely human beings!

JOEL BAGNAL, Newton Centre, Massachusetts

Salt and Pepper Shakers, cat. no. 64
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67. THREE EASTER EGG BOXES

sterling silver, 24k gold; lost-wax cast, gold electro-
plated, oxidized, buffed

Made by Michael Croft, Tucson, Arizona
Length 134 (44 mm) ; diameter 134 (34 mm)

68. NEW BEDFORD WHALER CHANDELIER
tin plate ; cut from sheet, fabricated, soldered
Made by Roy Daniel, Harpers Ferry, West Virginia

Chandelier : Height 1624 (406 mm)
Link of chain:Length 5 (127 mm)
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69. NECKLACE OF FOUR INTERCHANGEABLE
NETSUKE BEADS

sterling silver, manufactured chain; lost-wax cast,
soldered, engraved, oxidized, buffed

Made by Jaclyn Davidson, Pittsburgh, Pennsylvania

Beads : Average widest dimension 154 (44 mm)
Chain: Length 1634 (425 mm)

70. LETTER OPENER

lead-free pewter ; hand fabricated from sheet, polished
Made by Frances Felten, Winsted, Connecticut
Length 9%e (227 mm)

71. BRONZE VESSEL

bronze, Brazilian rosewood; lost-wax cast, patined,
carved, joined

Made by Lee Ferber and Doug Hendrickson,

Des Moines, Iowa

Height 1574 (397 mm) ; width of handle 824

(206 mm)

Being a craftsman is a happy combination of the

urge to play and the need to make a living. My work

is my play. My earliest memories, from the time I could
hold the simplest tools, are of making things.

I still feel the same excitement in the creation of a “thing,”
and in the striving to perfect techniques.

FRANCES FELTEN, Winsted, Connecticut

Letter Opener, cat. no. 70
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72. FOOD CHOPPER

tool steel, brass, silver solder, hardwoods ; cut and ground
from hacksaw steel, handle and inserts drilled, fit, and
riveted, oiled, waxed

Made by Donald B. Francisco, Kalamazoo, Michigan
Height 3 (75 mm) ; length 434 (119 mm)

73. RING WITH TOURMALINE

sterling silver, tourmaline ; wire fabricated, soldered
Made by Susan Gorman, Champaign, I1linois
Length with setting 134 (28 mm)

74. PASTRY KNIFE

Damascus steel; Damascene process, hot forged and
welded, etched, filed, colored

Made by Robert Griffith, De Soto, Illinois
Length 574 (131 mm)

75. CANDELABRUM
wrought iron ; hot forged, waxed

Made by Richard Horosko-Manderbach, Seattle,
Washington

Height 1514 (388 mm)

Craftsmen, Il believe, deal with certain limitations (functions
and material) and success can be determined by how well
the craftsman works within these limitations.

ROBERT GRIFFITH, De Sato, Illinois
Pastry Knife, cat. no. 74
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76. PERFUME CONTAINER

copper, brass, wood, silver, cork, plastic; raised, fused,
riveted, carved

Made by Don M. Johnson, Oneonta, New York

Height 3 (75 mm) ; width 25§ (66 mm) ; depth 134
(34 mm)

77. BRACELET

sterling silver ; forged, twisted, filed

Made by Louis Brent Kington, M akanda, Illinois
Width 234 (69 mm)

78. EAGLE KITCHEN POT RACK

mild steel ; hot-forged, welded, tapered, punched, twisted,
textured, waxed

Made by Bruce Le Page, Verona, Wisconsin

Height 29 (725 mm) ; width 24 (600 mm) ; depth 8%
(213 mm)

79. FOUR STICK PINS (selected from those shown
in illustration)

sterling silver, acrylic ; fabricated, turned, cast, hardened
Made by Susan S. Lloyd, Elkins Park, Pennsylvania
Length 4 (100 mm) ; diameter 54 (16 mm)

80. PAMASCUS KNIFE

Damascus steel, silver, ivory; Damascene process, hot
forged, cast, ground, shaped, carved, riveted

Made by Daryl Meier, Carbondale, Illinois
Length 874 (222 mm)
Lent by the artist

81. NECKLACE WITH ANTLER TIPS

sterling silver, deer antler, leather ; stamped, dapped, sil-
ver soldered, antler hand sanded and polished

Made by Weldon Merchant, Buda, Texas
Length 25% (631 mm)

82. ““GEORGE WASHINGTON'’ BELT BUCKLE

sterling silver, 14k gold, Burma ruby; lost-wax cast,
forged, engraved, granulated

Made by James I. Meyer, Williamsport, Pennsylvania

Height 154 (41 mm) ; width 154 (41 mm) ; depth 34
(19 mm)

83. PAIR OF EARRINGS

sterling silver ; cast, forged, finished

Made by Jacqueline Ott, Lincoln, Rhode Island
Widest dimension 154 (41 mm)
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I am essentially an artist but have become a craftsman
because of the need for a more tangible, unabstracted
method to communicate my ideas and design concepts.
sUsAN s. LLoyD, Elkins Park, Pennsylvania

Four Stick Pins, cat. no. 79
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As achild growing up in rural northeast Mississippi, I learned
to work horn from my father, to pump the bellows in the
blacksmith shop for the old smith while shoeing the horses,

to make whips and whittle with the old men who sit by the fire
passing wintry nights. Being raised in a rural environment
where so many things must be made or repaired gave me a

good basis for my life as a craftsman. . . . Always, I have worked,
strove, and studied to learn every possible media and craft;

to form my own style drawn from many arts, mechanics, trades,

and techniques. The feeling of accomplishment from being
unlimited by lack of knowledge or experience in any material
or method is my greatest reward.

WELDON MERCHANT, Buda, Texas

Necklace with Antler Tips, cat. no. 81
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Inthe beginning the independent life and making things
appealed to me, and that is still true—but now it is more
and considerably broader. I like the feeling that people
can use and enjoy the things I make. l find satisfaction
in running a moderately successful shop and in helping
others on their way. I enjoy the response of customers
to our work. But most of all, I have found a deep inner
need to conceive and to develop ideas and to see them
through to fruition. It is the challenge that excites

and makes this life a joy professionally.

RONALD PEARSON, Deer Isle, Maine

Necklace with Bigg’s Canyon Jasper, cat. no. 84

84. NECKLACE WITH BIGG'S CANYON JASPER

14k yellow gold, jasper; forged, fabricated from sheet,
cast, polished

Made by Ronald Pearson, Deer Isle, Maine
Width 534 (134 mm)

Words often fail me;

my hands take over

and express

what I want to say.

ANITA WIEDENHOEFT, Madison, Wisconsin
Tea Strainer, cat. no. 91

85. RING WITH RUTILATED QUARTZ

14k gold, rutilated quartz ; lost-wax cast

Made by Carl Priolo, Santa Barbara, California

Length with setting 124 (31 mm)

86. SEWING SCISSORS Figure 4

steel ; forged, annealed, pierced, filed, sharpened
Made by Michael Riegel, Carterville, Illinois
Length 4 (100 mm)

87. BELT BUCKLE

brass ; cast, fabricated

Made by Emily Bolster Sohier, Berwyn, Pennsylvania
Height 154 (41 mm) ; length 234 (59 mm)

88. REVERE LANTERN
brass, copper, tin, wire; cut from sheet, pierced, fabri-
cated, soldered

Made by Henry J. Spain, Winston-Salem,
North Carolina

Height 18 (450 mm) ; diameter 554 (141 mm)

89. STERLING PITCHER

sterling silver ; cut from sheet, fabricated, forged, plated,
planished

Made by Douglas Steakley, Bloomington, Indiana
Height 11 (275 mm)

90. NECKLACE

sterling silver, ebony, vermillion, dacron cord ; machine
and hand cut, drilled, finished

Made by Gerald M. Stinn, Orcutt, California
Length 28 (700 mm)

91. TEA STRAINER

copper, brass; raised, forged
Made by Anita Wiedenhoeft, M adison, Wisconsin
Length 7%4 (181 mm)
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OTHER MATERIALS

T he rhythm of making a multiple type of craft is

much like dance—enjoyable in that sense and peaceful.
Papermaking is even more rewarding for me than other
crafts might be because the finished piece of

handmade paper holds the anticipation of what is to come;
it needs to be touched, drawn upon,

used by another person.

Itislike the bud of a flower.

KATHRYN CLARK, Twinrocker Handmade Paper, Brookston, Indiana
Printing/Drawing Paper, cat. no. 98 ; Watermarked Note Papers

and Envelopes, cat. no. 99

92. FREE BALLOON ENVELOPE AND CARRIAGE
Photograph

Singapore reed, polyester fabric, miscellaneous materials ;
woven basketry, machine sewn, multiple fabrication
techniques

Made by The Balloon Works, Statesville,
North Carolina

Envelope : Height 60 ft. (18 m) ; diameter 50 ft. (15 m)
Carriage: Height 87 in. (219 cm) ; length 60 in. (150
cm) ; width 60 in. (150 cm)

93. DINING TABLE Figure 2
acrylic, glass; fabricated
Made by Jeffrey Bigelow, Washington, D.C.

Height 29 (73 cm) ; length 84 (210 cm) ; width 48
(120 c¢m)

Lent by the artist

94. SET OF TWO CROCHET HOOKS

cattlebone ; cured, hand and machine sanded, cut, filed,
carved, sealed, buffed

Made by Dennis Bosch, Enosburg Falls, Vermont

Size H : Length 574 (147 mm)
Size F: Length 622 (163 mm)
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Although I realize the importance of technology,

[ also feel it is important to maintain the quality crafts
that have been so much a part of our tradition.
Although bone carving sounds like an unusual craft.
carvers have been working bone almost since man
started making tools.

pENN1s BoscH, Enosburg Falls, Vermont

Set of Two Crochet Hooks, cat. no. 94

95. BuGcGgy Figurel

Photograph

wood, steel, glass, poly-foam, vinyl; hand and machine
metal and woodworking techniques, upholstered

Made by Levi Mast, Arcola, Illinois

Owerall : Height 85 (213 cm) ; length 161 (402 cm) ;
width 70 (175 cm)

Cab : Height 56 (42 cm) ; length 6434 (65 cm) ; width
5134 (32 cm)

96. FORWARD SEAT SADDLE

wood, metal, assorted leathers, wool flock, linen web;
hand and machine cut, forged, carved, stretched, padded,
molded, stitched, glued, waxed

Made by Smith-Worthington Saddlery Co., Hartford,

Connecticut

Height 23 (58 cm) ; length 19 (48 cm)

97. LEATHER PORTFOLIO

bridle leather; cut, laminated, machine stitched, wet
molded, dried, trimmed, sanded, dyed, waxed

Made by Sven Stalman and Susan Reinhart-Stalman,
Willow Wood, Ohio

Height 12 (30 cm) ; length 1434 (37 cm) ; depth 314
(9 cm)




I grew up valuing handmade things more than others. WOOD
“ . workisfulfillment; further, anything worth doing

is worth doing well. Being a wood-craftsman allows me to
remain true to these precepts and provides an opportunity
for creative expression of ideas. To take a project

from start to finish—from seed of idea, through

planning and testing of alternatives, to production and
completion—ireating each step with equal attentiveness
and care, yields a measure of satisfaction

which only partially relates to the finished piece itself.
More important is the knowledge that the project

was uncompromisingly pursued; that day-by-day

I did my best to live up to the philosophical maxims

that led me to choose woodworking as a way of life.”
STEVEN A. FOLEY, Lake Oswego, Oregon

Spinning Wheel, cat. no. 112

To me they are more interesting, personal, and extravagant.
I love being able to make inexpensive items that people

like and can afford to buy and even to collect over the years.
SUSAN WEBER, Santa Fe, New Mexico

Set of Six Christmas Ornaments, cat. no. 100
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98. ONE QUIRE ART WEIGHT PRINTING/
DRAWING PAPER

101. BATH TUB
cedar, walnut, chrome fittings ; strip planked, laminated,
. pegged and glued, caulked
i\:ll(;lid;]:y Twinrocker Handmade Paper, Brookston, Mude by Mark Baldwin, Surcy. Maine |
Quire (24 sheets): Length per sheet 30% (76 cm); Ij(fi?? 7?:14?!1)(62 cm) ; length 5034 (128 cm) ; width
width 22%% (56 cm) e :

Lent by the artist

cotton rag ; cut, pulped, dyed, molded, deckled, dried

99. TWELVE WATERMARKED NOTE PAPERS

AND ENVELOPES

cotton rag; cut, pulped, dyed, molded, deckled, dried,
folded

Made by T'winrocker Handmade Paper, Brookston,
Indiana

Note papers: Length 874 (21 cm) ; width 574 (14 cm)
Envelopes: Length 6%6 (17 cm) ; width 434 (12 cm)

100. SET OF SIX CHRISTMAS ORNAMENTS

99

salt dough, wire ; hand formed, baked
Made by Susan Weber, Santa Fe, New Mexico
Height 224 to 3% (54 to 89 mm)
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102. HARPSICHORD

Photograph

various woods, metal, plastic, felt; multiple woodwork-
ing and instrument-making techniques

Made by Christopher F. Bannister, Hopewell,

New Jersey

Overall : Height 34 (86 cm) ; length 784 (199 cm)
Case: Height 814 (21 cm)

103. ROTATING BALL CABINET Figure 7

oak, walnut, hardware; milled, joined, routed, lami-
nated, turned, oiled

Made by Timothy Barr, Brookline, New Hampshire
Height 6054 (153 cm) ; width 17 (43 cm) ; depth 17
(43 cm)

Lent by the artist

104. PAIR OF MALLARD DUCK DECOYS

balsa, pine, sealer, paint; band sawed, carved, doweled
and glued, sanded, painted

Made by Donald C. Briddell, Dallastown, Pennsylvania
Drake: Height 634 (17 cm) ; length 16% (42 cm);
width 7% (19cm)

Hen: Height 614 (16 cm) ; length 1614 (41 cm) ; width
7% (18 cm)

My work combines a pleasant blend of art, creativity,

and intellectual stimulus; I have found some security,
interms of commissions and patronage, by doing best

what is to be done; and self-employment has many rewards.
It may well be that true craftsmen are anachronistic

to our society at large ; yet, so long as we can survive

by our craft efforts, and leave the craft elevated for

our having been engaged in it, that is sufficient.
CHRISTOPHER F. BANNISTER, Hopewell, New Jersey
Harpsichord, cat. no. 102
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105. GATE-LEG TABLE Figure 8

white oak, hardware ; milled, planed, mortise and tenon
and dovetail joined, oiled, waxed

Made by Paul Buckley, Brookline, New Hampshire
Open: Height 30 (76 cm) ; length 6124 (155 cm);
width 3274 (82 cm)

Folded: Height 30 (76 cm); width 3224 (82 cm);
depth 6 (15 cm)

106. pesk Figure 6

Photograph

walnut, cherry, Ghanaian Hyedua; multiple hand and
machine woodworking . techniques, laminated, doweled
and glued, rubbed oil finish

Made by Arthur Espenet Carpenter, Bolinas, California
Lid closed: Height 39 (98 cm) ; length 37 (93 cm);
depth 21 (53 cm)

Lid open: Height 39 (98 cm); length 37 (93 cm);
depth 33 (84 cm)

107. Mmusic sSTAND

walnut; steam bent, laminated, hand and machine
carved, oiled

Made by Wendell Castle, Scottsville, New York

Height 42 (107 cm) ; width 2674 (67 cm) ; depth 1924
(49 cm)

I think of my craft as a door to perception . ..
Things happen when I work, subtle things in my head
and in my hands, and I have the time to “see” them
and respond to them, note them down if necessary,
and if I have to, follow their implications

beyond the confines of the immediate task.

That freedom is most precious. The freedom to do
work is a great thing, but the freedom to undo

the work or not even to do it at all

is even more valuable.

DONALD C. BRIDDELL, Dallastown, Pennsylvania

Pair of Mallard Duck Decoys, cat. no. 104
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108. STORAGE DRAWERS AND MIRROR

imbuia wood, vegetable tanned cowhide, mirror, brass
hardware; joined, routed, carved, leather wet molded
and hand sewn, oiled

Made by John Cederquist, Costa Mesa, California
Height 38 (96 cm) ; width 1954 (50 cm) ; depth 10%%
(27 cm)

109. FIRE ENGINE TOY

hard maple, white and yellow birch, dowels; hand and
machine sawed, drilled, shaped, oiled

Made by M ark Davis, Rhinelander, Wisconsin

Height 554 (14 cm) ; length 1534 (40 cm) ; width 534
(15 cm)

110. sTooL

black walnut; dovetail joined, glued, hand carved, oiled
Made by David Ebner, Blue Point, New York

Height 1674 (42 cm) ; width 1674 (41 cm) ; depth 1474
(36 cm)

I want to recreate as accurately as
possible historical musical instruments,
so that we can hear music of other periods
as it should sound.

LYN ELDER, San Francisco, California

Ten Course Renaissance Lute, cat. no. 111
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111. TEN COURSE RENAISSANCE LUTE

rock maple, Brazilian rosewood, spruce, miscellaneous
woods, nylon, metal, gut; multiple woodworking and
instrument-making techniques

Made by Lyn Elder, San Francisco, California

Length 32 (81 cm) ; width 12 (32 cm) ; depth 1034
(27 cm)

112. SPINNING WHEEL

black walnut, lignum vitae, brass and steel hardware;
machine and hand carved, joined, oiled, waxed

Made by Steven A. Foley, Lake Oswego, Oregon

Height 3514 (90 c¢m) ; width 17 (43 cm) ; depth 24
(61 cm)
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113. FLOOR CLOCK

Brazilian rosewood, glass, stainless steel, hardware ; hand
and machine cut, joined, carved, oiled

Made by John Gaughan, Los Angeles, California

Height 70 (175 cm) ; width 18 (45 cm) ; depth 12
(30 cm)

Lent by the artist
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114. ADIRONDACK GUIDE BOAT
Photograph

spruce roots, white cedar, black cherry, hard maple, cane,
brass nails and screws; hand and machine woodworking
and boatbuilding techniques, caning

Made by Carl G. Hathaway, Saranac Lake, New York

Height 27 (68 cm) ; length 192 (480 cm) ; width 40
(100 c¢m)

115. music RACK

black walnut, ebony, dowels; laminated, hidden dowel
joined, hand and machine carved, oiled, waxed

Made by Richard R. John, Santa Cruz, California

Height 44 (111 cm) ; width 1934 (49 cm) ; depth 1234
(32 cm)

116. SPRING CHAIR

Photograph

black walnut, leather ; laminated, carved, oiled
Made by William C. Leete, Marquette, Michigan

Height 55 (138 cm); width 31 (78 cm); depth 48
(120 cm)
Seating height (from attachments) 18 (45 cm)
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117. LIBRARY LADDER

white oak, rosewood ; slab laminated, hand and machine
carved, oiled

Made by Edward Livingston, Bly, Oregon
Height 6134 (159 cm) ; depth 26 (66 cm)
Lent by the artist

I18. curTIiNG BOARD AND ScooP Figure 5
hard maple ; hand and machine carved, oiled
Made by Emil Milan, Thompson, Pennsylvania

With scoop inserted : Length 2034 (51 cm) ; width 1134
(29 cm)

Because it has been a living thing wood carries
its natural warmth into whatever

you make from it.

EMIL MILAN, Thompson, Pennsylvania

Cutting Board and Scoop, cat. no. 118
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All craftsmen of serious stature are fundamentally

self-taught. Schools teach only technigue.
The apprenticeship mode . ..is the only way

to learn moods and traditions.
WILLIAM POST ROSS, Greenville, New Hampshire

119. wooD AND LEATHER CHAIR Figure 12
oak, teak, dowels, leather, brass hardware; hand and
machine cut, joined, glued, pegged, hand sewn, laced,
oiled

Made by Shinichi Miyazaki, New York, New York
Height 29%% (75 cm); width 24 (61 cm) ; depth 26
(66 cm)

Seating height 1674 (41 cm)

Viola da Gamba Bow, cat. no. 123, and

Scraper Plane, cat. no. 124

120. HAND MIRROR

walnut and bird’s-eye maple, mirror ; laminated, carved,
oiled '

Made by Kenneth Nelsen, Houston, Texas

Length with handle 1054 (270 mm) ; width 5%
(140 mm)

121. LAMINATED BIRCHWOOD BOWL
birch plywood, walnut ; laminated, turned, oiled
Made by Rude Osolnik, Berea, Kentucky
Height 7 (18 cm) ; diameter 11 (28 cm)

124. SCRAPER PLANE

bronze, curly maple ; cast, chased, engraved, carved
Made by William Post Ross, Greenville,

New Hampshire

Height 2% (63 mm) ; length 6% (163 mm)

Lent by the artist

122. HAMMER DULCIMER AND
FOLDING STAND Figure 11

various hardwoods and inlays, steel and brass, nylon,
felt, leather, hardware; multiple hand and machine
woodworking and instrument-making techniques

Made by Sam Rizzetta, Barboursville, Virginia
Dulcimer : Width 364 (93 cm) ; depth 2174 (54 cm)
Stand: Height 2154 (55 cm); width 17%4 (44 cm);
depth 2574 (64 cm)

Hammers: Length 874 (22 cm)

Tuning wrench: Length 84 (22 cm)

Lent by the artist

125. sTooL

white ash, maple; cut, planed, hand mortise and tenon
joined, steam bent, pegged, glued, oiled

Made by Christopher Sabin, Greenfield, Massachusetts
Height 2834 (73 cm); width 14 (36 cm); depth 14
(36 cm)

The bow begins as awooden blank and it is carefully studied
in quiet surroundings as it is slowly worked down. . . .
All work on the stick is done by feel in a peaceful,

126. ROLLING PIN
birch, walnut ; laminated, turned, oiled

123. vioLA DA GaAMBA BOW contemplative mood. By and large, the deeper the Made by Lee A. Schuette, Durham, New Hampshire
snakewood, ivory, horsehair; hand scraped, fluted, bal- concentration, the better the result. As with the Length 20 (51 cm) ; diameter 4% (15 cm)

Japanese samurai sword, the maker imparts a “spirit”

T " to the product that is not accessible to any
Made by William Post Ross, Greenville, IR ek

New Hampshlre WILLIAM POST ROSS, Greenville, New Hampshire
Length 28%% (724 mm) Viola da Gamba Bow, cat. no. 123

anced, finished

o s

123
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I have a great deal of control over my life-style. I work
my butt off and it is fun! Also, I enjoy listening to

good music and my instruments enable many musicians
to play better, so I enjoy a higher level of music.

Making instruments and running a shop is an

incredible challenge. . ..

RICK TURNER, Cotati, California

Fretless Electric Bass Guitar, cat. no. 128

127. SALAD BOWL WITH SERVERS
teak ; turned, servers carved, oiled
Made by Bob Stocksdale, Berkeley, California

Bowl: Height 334 (9 cm) ; diameter 10 (25 cm)
Servers: Length 10 (27 cm)

128. FRETLESS ELECTRIC BASS GUITAR

various hardwoods and inlays, brass, stainless steel, sil-
ver, handmade magnetic pickups and electronics, plastic
controls; multiple hand and machine woodworking,
metalworking, and electronic fabrication techniques
Made by Rick Turner, Cotati, California

Length 48 (121 cm); width 15 (39 cm) ; depth 234
(7 cm)

Lent by the artist
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129. CONFERENCE TABLE Figure 9

red oak, black walnut; hand and machine worked, lami-
nated, dowel and mortise and tenon joined, oiled, waxed
Made by Union Woodworks, Warren, Vermont

Height 29%4 (74 cm) ; length 120 (300 cm) ; width 42

(105 cm)
Lent by Union Woodworks

130. BIRCHBARK CANOE

birchbark, cedar, birch, white pine roots, pitch; hand
shaped, sewn, doweled

Made by Henri Vaillancourt, Greenville,

New Hampshire

Height 2674 (66 cm); length 184 (460 cm) ; width
34% (86 cm)

Lent by the artist

131. FIVE-IN-ONE TRAIN TOY

oak, walnut, birch, brass, hardware; machine cut and
drilled, hand sanded, oiled

Made by Philip J. Van Voorst, Maryville, Missouri
Open and assembled : Height 274 (7 cm) ; length 2174
(54 cm) ; depth 234 (7 cm)

Closed: Height 634 (16 cm); width 63§ (16 cm);
depth 234 (7 cm)

132. ARM cHAIR Figure 3

black walnut; hand shaped, turned, machine and hand
carved, heat-shrunk-tenon joined

Made by Robert C. Whitley, Solebury, Pennsylvania
Height 39%se (1 m); width 24% (62 cm) ; depth 23%
(60 cm)

Seating height 17 (43 cm)

The tools used are the axe, crooked knife, awl,

and occasionally the froe. Wooden wedges and mallets
are used to split the wood, which is cedar for all of the
woodwork except the thwarts, which are ash or birch,
and no power tools are used. The cover is of white or
canoe birch. . .. sewn with the roots of white pine,
shaved of bark and split into sections. All materials
are gathered and prepared by myself alone.

HENRI VAILLANCOURT, Greenville, New Hampshire
Birchbark Canoe, cat. no. 130

Being a craftsman has given me a sense of choice and a
sense of control over my own destiny. Following this
course has given me a realization of the responsibility
we all have to perform to the very best of our abilities.
ROBERT C. WHITLEY, Solebury, Pennsylvania

Arm Chair, cat. no. 132
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133. BED FRAME AND CAPTAIN’S STOW
Photograph

fir, fir plywood, hardware; hand and machine worked,
doweled joints, waxed

Made by Judd Williams, Berkeley, California

Height 24 (60 cm) ; length 84 (210 cm) ; width 60
(150 cm)

Being a craftsman answers my questions
about how to improve the conditions

life imposes through environment.

That is, to shape the environment

isto improve the quality of life.

JUDD WILLIAMS, Berkeley, California

Bed Frame and Captain’s Stow, cat. no. 133
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RECENT PUBLICATIONS AVAILABLE FROM THE RENWICK GALLERY

Objects for Preparing Food. Acknowledgments by
Joshua C. Taylor and Paul J. Smith, Introduction by
Sandra R. Zimmerman. Essay by Mimi Sheraton. 52
pages; 244 black-and-white illustrations. 1972. $3.95.

Form and Fire: Natzler Ceramics, 1939—1972. Fore-
word by Joshua C. Taylor. Introduction by Lloyd E.
Herman. Essays by Daniel Rhodes and Otto Natzler.
Catalog of the exhibition by Otto Natzler. 120 pages;
41 black-and-white illustrations; 39 color plates. 1973.
$4.25.

Boxes and Bowls: Decorated Containers by Nineteenth-
Century Haida, Tlingit, Bella Bella, and Tsimshian
Indian Artists. Acknowledgments by Lloyd E. Herman.
Foreword by Joshua C. Taylor. Introduction, suggested
reading, and catalog of the exhibition by William C.
Sturtevant. Essays by Ira S. Jacknis and Bill Holm.
93 pages; 147 black-and-white illustrations. 1974. $3.95.

A Modern Consciousness: D. J. De Pree and Florence
Knoll. By Lloyd E. Herman. 32 pages; 30 black-and-
white illustrations. 1975. $1.80.

The Designs of Raymond Loewy. Foreword by Joshua
C. Taylor. Essays by Lloyd E. Herman and Lois Frie-
man Brand. 56 pages; 29 black-and-white illustrations.
1975. $2.50.

These publications are available from the Renwick Gal-
lery Museum Shop and can be ordered by mail. To order,
please make your check or money order payable to
“Smithsonian Shop” and include mailing and handling
charge (35¢ for books from $1 to $5; 50¢ for books $6
and up). Mail to: Museum Shop, Renwick Gallery,
Smithsonian Institution, Washington, D.C. 20560. All
books are sent fourth-class book rate unless otherwise
specified ; therefore, please allow at least four weeks for
delivery.






