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balance on an asymmetrical pedestal base. The hands of the clock droop as if from
exhaustion,

Joan Mondale, a potter herself who collected crafts for the Vice Presidential residence
as the wife of Vice President Walter Mondale, contributed one of her stoneware bowls with a
ribbed exterior and expressionistic calligraphic brushstroke.

In addition to the father-son Moulthrops, multiple generations of other craftmaking
families are represented in the collection. For example, Laney K. Oxman contributed a hand-
built and whee)-thrown ceramic piece called Feminine Nostalgia. A Hanukkah menorah of
cast bronze, granite and marble has been donated by her son, Zachary Oxman. Harvey
Littleton, the founder of the modern studio glass movement in the United States, is
represented by a three-part blown glass sculpture. His son and daughter-in-law, John Littleton

and Kate Vogel, presented the White House with a sculpture of colorful blown glass.

Publication

A handsome book, featuring full-color photographs of all the objects, including many
in their settings in the public rooms and private quarters of the White House; essays by
Michael Monroe and arts commentator Barbaralee Diamonstein; a foreword by Elizabeth
Broun, director of the National Museurn of American Art; and commentaries on each piece in
the collection and brief biographies of each craftsperson by Monroe will be published by
Harry N. Abrams, Inc. in May. This publication has been named a dividend selection for the

Book-of-the-Month Club in [month?].

Internet "Virtual Tour"
Beginning in late April, Internet users can explore the crafts room by room as they
have been installed at the White House with Renwick curaror-in-charge Michael Monroe as a

guide, use a map to go on a random, self-guided tour, and enter a debriefing room to learn

&
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about the works and their makers through selecting video of the artists at work and discussing
their techniques, and reading texts, viewing color images of the works in their White House

settings, and readiag cross referenced materials from the publication.

Lectures and Tours

A series of lectures will expand on the developments in contemporary crafts presented in the
show. Tours of the exhibition will be offered weekdays at 1:30 p.m. and Sundays at 3 p.m.

Special group tours are available by reservation; call (202) 357-3111.

Background on Year of American Craft

Designated by a Joint Resolution of Congress and a Presidential Proclamation signed
by President Bush in late 1992, the Year of American Craft: A Celebraton of the Creative
Works by the Hand was intended to encourage appreciation of the broad spectrum of crafts
throughout the United States, Canada, Latin America, and the Caribbean. "Through craft,”
Congress stated in its resolution, "we commemorate the multi-cultural heritage of our national
and pay tribute to the artistic diversity that exists among all people."

The opening of The White House Collection of American Crafts will coincide
with the annual spring crafts weekend of the national James Renwick Alliance, a support
group for the Renwick Gallery of the National Museum of American Art, and the annual
Smithsonian Crafts Fair, April 28 to 30. For more information on the programs and activities
sponsored by the Renwick Alliance, call (301) 229-2148. For information on the Smithsonian
Crafts Fair, held this year for the first time at the National Builiding Museum, call (202) 357-
2627, ext. 121.

Notes to Visitors:

The National Museum of American Art, the nation’s oldest federal art collection,
houses the largest collection of American art in the world. Its holdings of more than 37,500
works represent the most inclusive collection of American art of any general museum,
reflecting the nation’s ethnic, geographic, cultural, and religious diversity.

Located in the historic Old Patent Office Building at Eighth and G Street, N.\W., in

Washington, D.C., the museum is above the Gallery Place Metrorail station. Barrier-free
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WHITE HOUSE CRAFTS AT NATIONAL MUSEUM OF AMGRICAN ART

WASHINGTON, D.C., February 6, 1995--In an histeric cooperative venture with the
White House, the National Muscuir of American Art will present the exhibition The White
House Collection of American Crafts, April 28 through Seprember 4, the museum’s d'ucct,r
Elizabeth Broun announced today. o

The exhibition at the National Museum of Ainerican Art and an accompanying
interactive “virtual tour" on the Internet are made possible by a generous gift from the MCI
Foundation. [sponsorshin & credit wording to be confirmed] A major publication on the
collection which accompsnies the exhibition will be published by Harry N. Abrams, Inc. in
May.

"Since coming 1o the White House in 1993, these vibrant treasures of extracrdinary
beauty have enlivened both public rooms and the private quarters of the First Family and
served as beacons of creativity. The Clintons are delighted to share thess crafts with an even
wider audiance," said {White House spokesperson). [possibiy to be replaced by a quote from
Mrs. Clinton]

“This is an exciting moment as well as a portentous one for the National Museum of

American Art and the many Amcricans intzresied in crafts,” Broun said. "President aml Mrs.
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Clinton have taken a special wnterast in our nation's craft ant, reflected in their efforts to
collect and display these objects at the White House. We are honored to work with them to

bring the bounty of the White House Craft Collection to the museum.”
MCI quote here [Bert Roberts, MCI CEO or Jerry Taylor, MCI president)

The unique coellection of 72 craflts was formed in 1993 with the encouragement of the
Clintons in honor of the national observance of the Year of American Craft, All gifts, the
contemporary glass. ceramic, fiber, wood, and meta! works were selected for the White House
by Michael W. Monroe, surator-in-charge of the National Museum of American Arts
Renwick Gallery. The works were mostly donated by their makers. thcugh four are gifts of .o~
artists’ patrons.

"We sought out, and received, key pieces from ar outstanding group of craft artists at
different stages in their careers, chosen for the exceilence of their vision and technique, as
well as geographic and ethnic representation. It was imperiant to the Clintons that the works
signal the range of what is being achieved by American craftspeople today, and 1 think this
collection manages to capture ii.,” Monroe said.

The collection consists of nine metal pieces (silver, copper, gold, and bronze), three
quilts; seventeen turned wood vessels; eighteen ceranmuc bowis, teapets, and jars; sixtcen
pieces of blown gluss; three pieces of wooden fumniture; tlee baskets; one textile figure form;
and one piece of jewelry. These works of art are distinguished by a remarkable individuality,
and often, a twist of humor.

Teapots include Ralph Bacerra’s earthenware pot in a vibrant saturated hue of red,
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molded from a tree trunk and twigs and accented with 24k gold and geometric patterns. The
decoration on a cccoa pot by Mara Supericr is inspired by the graphic qualities of historic
embroidered samplars with abundantly drawn detail including lettering, Jace patterning, and a
generous sprinkling of brown sp2¢s suggesting cocoa beans, A contrasting cerarnic, Jaines
Watkins’ double-walled and miassive whee!-thrown cauldron Rirual Display suggests the
scorched walls of deep canyons. Snakes and bird-shaped uppendages serve as guardians on
the rim and allude to celebratory rites of passage, mystery, and magic.

A pair of fergad steel candlesticks by Albert Paley illustraie his ability to coax fluid,
scrisual, and supple forms from an indusirial material known for its rigidity. The striking

0OBOR 1 Coffee Server of 24k goldplate over brass by Susan Ewing denonstrates hei concemn

i #

with pure shapes and volumes and animating abstract forms for a utilitarian purpose.

Judy Dales’ expressive quilt with a contoured border, Spirit Flight, corabines a
multitude of printed fabrics in soft hues to create a painteriy flow of color in which an
ethereal fipure floats above the starry heavens. A very different work in fiber is the perfectly
symmetrical Basket #932 of natural white birch bark and silk thread by Dona Look.

A pair of free form glass vessels constructed with layers and iayers of brilliantly
colored tiny glass threads by Mary Ann Toots Zynsky have been fused, siumped, and folded
with heat. Dale Chituly’s large, sculptural biown glass form, Cerulean Blue Macchia with
Chrartreuse Lip Wrap, appears to pulsate with its unduelating shap2 and ever-changing blotches
of raucous color.

Wood as a material is ably represented by a number of works including the
breathtaking Whire Pine Mosaic Bow! by Philip Moultiirop, a irrepressiole bulbous sphere

made of cross sections of white pine suspended in resin. Moulthrop's father, Edward

&
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Moultkrop, also contributed a lathe-turned bowl of ashleaf maple. The artist Wendell Castle
presented Presence Clozk #7, a sculptural iimepiece of mahogany, bronze, brass, and curly
maple that achieves 2 whimsical balance on al asymmetrical pedesial base. The hands of the
clock droop as if from exhaustion.

Jean Mondale. a potier herself who collzcied crafts for the Vice Presidential residence
as the wife of Vice President Walter Mondale, contributed onz of her stonev. are bowls with a
ribbed exterior and expressionistic calligraphic brushstroke.

In addition to the father-son Moulihrops, muliiple generations of other craftrnaking
families are represented in the collection. For example, Laney X. Oxman centributed a hand-
built and wheel-thrown ceramic piece called Fem:inine Nostalgia. A Hanukkah menorah of
cast bronze, granile and marble has been donated by her son, Zachary Oxman. Harvey
Littleton, the founder of the modem studio glass movement in the United States, is
epresented by a three-part blown glass sculpture. His son and daughter-in-law, John Littleton

and Kate Voge!, presented the Whiie House with a sculpture of coloriul blown glass.

Publication

A handsome book, featuring tull-color photographs of all the objects, including many
in their settings in the public rooms and private guarters of the White House; an introduction
by Mrs. Clinton; essays by Michael Monroe and ans commentator Barbaralee Diamonstein; a
foreword by Elizabeth Broun, ditector of the National Museum of American A, and
commentaries on each piece in the collection and brief biographies of each crafisperson by
Monroe will be published by Harry N. Abrams, Inc. to coincide with the opening of the
exhibition. This publication has been chosen as a Dividend Selection of the Bcok-of-the-
Month Club.
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Internet "Virtual Tour"

Beginning in late Apri), Internet users can explore the crafts room by room as they
have been installed ar the White House with Renwick curator-in-charge Michacel Monroe as a
guide, use a map to go on a random, self-guided four, and enter a debriefing room to leam
about the works and their makers through selecting videc of the artisis at work and discussing
their techniques, and reading texts, viewing color images of the works in their White tHouse

setings, and reading cross referenced materials from the publication,

Lectures and Tours

A series of lectures will expand on the developments in contemporary crafts presenied in the
show. Tours of the exhibition wil} be offzred weekdays at 1:30 p.m. and Sundays at 3 p.nm.

Special group tours are availabie by reservation; call (202) 357-3111.

Background on Year of Ainerican Craft

Designated by a Joint Resolution of Congress and a Presidential Prdé]amation signed
by President Bush in latz 1992, the Year of American Craft: A Celebraiion of the Creative
Works of the Hand was ntended to encourage appreciation of the broad spectrum of crafts
throughout the United States, Canada, Latin America, and the Caribbean. "Through eraft,"
Congress stated in its resolution, "we commemorate the multi-cultural heritage of our nation
and pay tribute to the artistic diversity that exisis among 4ll people.”

The opening of The White House Collection of American Crafts will coincide
with the annual spring cralts wezkend of the naticnal James Renwick Alliance, a support
group for the Renwick Gallery of the National Museum of American Art, and the annual
Smithsonian Crafts Fair, April 28 to 30. For more inforination on the programns and activities
sponsored by the Renwick Alliance, call (301) 229-2148. For information on the Smithsonian
Crafts Pair, held this yesr for the first time at the National Builiding Museum, call (202) 357-
2627, ext. 121.

Notes to Visitors:

The National Museum of American Art, the nauon's oldest federal art collection,

houses the largest collection of Ainetican art in the world. Iis holdings of more than 37,500

&
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works represent the most inclusive collection of American art of any generai museum,
reflecting the nation’s ethnic, geographic, cultaral, and religious diversity.

Located 1n the historic Old Patent Office Building at Eighth and G Street, N.W., in
Washington, D.C., the museum is above the Gallery Place Metroruail station. Barrier-free
access is through the garage at Ninth and G Strest. Hours are 10 a.m. 10 5:30 p.m. daily,
except December 25. Admission is free. For more information, cali (202) 357-2700; (202)
357-4522 (TTY); (202) 633-9126 (Spanish recording).

The Renwick Gallery, a curarorial department of the National Museum of American

Art opened in 1972 10 feature American crafts. The Renwick, which mounts a regular

schedule of craft exbibitions, also has 2 growing permanent collection of 20th-cenfury crafts.

The Renwick Gallery is located on Pennsylvania Avenue at !7th Street in Washington, D.C.,

near the Farragut West Metrorail station.

TOTHAL

MiME&: FUBL 12 AFFATRS 20z 337 3188 P.05/05

P.O6












M
(B
V)
L
W

Z:28 FRPOM HARFY H. ARBRAMS. TNHC. TO 1&027

(]
O
0]
14
c

PRGE .D03-00€6

era of the commcn man until the White Rouse was left a shambles,
or the many petitioners, job-seekers, veterans, and widows who
daily lined the corridors of the hcuse during Abraham Lincoln’s

presidency.

In the Gilded Age, celabrities in govermment, industry, and
the arts began to cater to the interest of others in the way they
lived by having their private living guarters removed far from
the salons, smoking rooms, bangquet halls, ballrooms, picture
galleries, and lobbies of their homes, which were then
embellished as quasi-public spaces for display and entertainment.
The interior design movement of the 1370s spawned a sophisticated
decorative aesthetic and the vcgue for giving each room a

distinctive character.

In the White House, too, the formal rooms were made over in
the early 188Cs by the nation’s foremost design firm, headed by
Louis Comfort Tiffany. Under his experienced hand, the first
floor became a dazzling visual stage, with fashichable glass
screens and other embellishments, The idea bhegan to take hold
that the president’s residence was a unique ceremonial site for
the nation. Decades later, &s First Lady Jacqueline Kennedy led
Anmericans on a televised tour of the howe with its early
furnishings newly restored, we learned asain to feel the special

connection to cur shared culture that the White House offers.

In 1972, the Smithsonian opened & new museum dedicated to
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crafts in a landmark French Second Empire building across the

street from the White House and next door to Blair House, where
foreign heads of state stay on official visits. The Renwick

Callery--named for architect James Renwick, and administratively

a part of the National Museum of American Art--developed an

ambitious exhibkition program highlighting the rich diversity of

art in craft wmediums such as wcod, metal, fiber, glass, and clay.

There was a special focus in the program on the studic crafts

rovement begun in the late 1940s, a marriage of handcraft

traditions and post-war industrial processes and technigques. By

the time the Renwick was founded in the early 1970s, a generation

of inspired studio craft artists had estabklished an exciting

array of possibilities for expression.

New collectors responded enthusiastically to the new crafts
featured at the Renwick, finding the coakination of form and
function, elegance and spontaneity, tradition and experiment to
be irresistible. In 1977, Joan Mondale (herself a ceramicist)
moved into the Vice President’s residence; recently donated to
the nation by then-Vice President Nelson Rockefeller, and she
filled the home with the American art and studic crafts that she
loved. In presenting this collection in a series cf
installations, Mrs. Mondale worked closely with Michael W.

Monree, curator at the Renwick Gallery.

Over the past decade, the Renwick has also built a

collection of contemporary crafts representative of the best in
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America. To celebrate the official "Year of American Craft" in
1993, Michael Monroe, now curator-in-charge of the kenwick
Gallery, selected almost 290 objects from the Galiery’s holdings

for an exhibition called sEE Naticn’s

Collection. Wwhen the President and First Lady decided to form

the White House American craft collection, they naturally turned
to Mr. Monroe to serve as curator. His idea was not to present a
comprehensive survey of American crafis as one might encounter in
a museun setting, but rather to make this a coliection that 1is
integrated with the furnishings of the House’s formal interiors.
Key objects were chosen for defined places in each rcom, with
works selected to complement or embellish the character of each
environment. As this book reveals, the White House Ccllection of
American Crafts that resulted greatly enhances the ambiance of

the president’s homne.

Without doubt, it {s the artists themseives who are truly
respensible for the extraordinary success of this landmark
collection. Each responded generously to the oppertunity with an
offering of creativity that constitutes a lasting gift to all
American citizens. All works in the collection were donated
either by the artists directly or by thelr patrons, for the
purpose of enriching the White House with the finest examples of
contemporary American craft art. The recognition ©f their talents
by the white House is a fitting tribute to a long tradition of
excellence in crafts. It is a pleasure tor the Natjonal Museum of

American Art through its Renwick Gallery to participate in
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forming this historic collection and sharing it with the American

public.

Elizabeth Broun
Director, National Museum of American Art

Smithsonian Institution
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Essay by Barbaralee Diamonstein

Americans are characteristically obsessed with technology and
machines, but they also have become increasingly fascinated with
things made by hand. Not only is there a genuine aesthetic regard
for "handmade" objects, but there is also a desire to collect
ceramics, glass, fiber arts, jewelry, metalwork, furniture, and
woodwork in the same tradition that painting and sculpture have
been acquired. Crafts have customarily been valued for
utilitarian purposes; today this appreciation encompasses not
only the broad spectrum of crafts that are both functional in use
and beautiful in form, but also works that are purely decorative.

This growing recognition is reflected in the expansion of
the world of crafts during the past thirty years, as is evidenced
by the proliferation of museums devoted to crafts, as well as
juried craft fairs across the country, the organization and
growth of craft associations, and the number of new specialty
magazines and galleries devoted to the exhibition and sale of
crafts. While teaching was once virtually the only way to earn a
livelihood, hundreds of thousands of artisans now are able to
sustain their lives with their craft by selling their works to a
rapidly expanding public.

The emergence of American crafts is linked to the evolution
of American culture, commerce, and history. In fact, Native
Americans have a rich and highly developed craft tradition that
began long before the Colonial period. Among the European
settlers who came to this country were furniture makers, potters,
glass blowers, weavers, and metalworkers, whose skills were
essential to establishing a new society in the Colonies. These
craftspeople were treated with the same regard as artists, and
they often worked in tandem with their "fine'" art counterparts.

The Industrial Revolution in the mid-nineteenth century
began to destroy this harmonious tradition. By making products
faster and more cheaply than was previously possible, machines

usurped the role of the craftsmaker. As America flourished



economically, aided by technology, the craft tradition gradually
weakened.

By the end of the ninteenth century, there were a number of
individuals who reacted vehemently against mechanization.
Dismayed by the disintegration of quality as they knew it,
followers of the American Arts and Crafts movement were strongly
influenced by the ideology of the great English crafts designer-
philosopher William Morris. They looked, as well, to the styles
of European Art Nouveau, the German Jugendstil, and the Wiener
Werkstdtte for inspiration.

These American craftsmakers advocated a return to a simpler
way of life, one uncluttered by modern gadgetry, and attempted to
revive fine workmanship and a more chaste aesthetic with a
respect for natural materials. Gustav Stickley, the cabinetmaker
and designer, was a leader of this craftsman style, as it was
known. Stickley’s solid, four-square designs were distinguished
by simplicity and purity of design, and a harmony between
interior decoration and architecture.

The Craftsman magazine, founded and edited by Stickley, gave

this movement a voice in the period from 1901 to 1916. While
Stickley’s craftsman furniture and furnishings were highly
regarded, even then his work was priced out of reach for most
Americans.

Responding to what he perceived as a neglected audience for
Arts and Crafts goods, the charismatic marketeer, Elbert Hubbard,
established the Roycroft Community, a colony of craftspeople in
East Aurora, New York, in 1895. The Roycrofters geared their
products to the middle class and sold their furniture, lamps, and
leather goods around the country by using the strategy of mail-
order catalogues. The Arts and Crafts movement enjoyed a
considerable popularity which persisted well into the early years
of this century, and served as inspiration for a new generation
of designers and architects including Frank Lloyd Wright.

The crafts movement continued to evolve. Regional arts and

crafts organizations sprouted across the country. By 1894, the



first college-level ceramics department in North America was
established at Ohio State University in Columbus, followed in
1901 by the founding of the first school for ceramic arts at
Alfred University in Alfred, New York. - 'k

Similar programs in ceramics and other mediums developed at
about the same time: the Rhode Island School of Design in
Providence (first art metal class, 1901, textiles, 1903); the New
Jersey School of Clayworking and Ceramics at Rutgers University
in New Brunswick (1902); the Rochester Athenaeum and Mechanics
Institute (1903, later the Rochester Institute of Technology) ;
the Oregon School of Arts and Crafts in Portland (1906); and the
California College of Arts and Crafts in Berkeley (1907,
relocated to Oakland in 1924).

But despite these educational efforts and trends, industrial
society prevailed and there were still relatively few
professional craftsmakers. In this period, craft objects were no
longer seen as necessary to supply the essentials of life, but
rather as embellishments~-charming, but nonessential, sometimes
eccentric additions. As a result, crafts were liberated to become
more expressive of human creativity.

During the inter-war years the making of crafts remained
somewhat insular and outside of the mainstream, although several
important crafts-related institutions were established during
this period: Otis Art Institute in Los Angeles (1918, merged with
New York’s Parsons School of Design in 1978 and renamed the Otis
Parsons School of Design), and the handicrafts department at the
University of California (1919) in Los Angeles; the Penland
Weavers (1923) in North Carolina, which later added the
disciplines of pottery and metalwork to its curriculum, and is
known today as the Penland School of Crafts; the Cranbrook
Academy of Art in Bloomfield Hills, Michigan (1927, officially
opened 1932), organized under the leadership of Finnish architect
Eliel Saarinen; and Black Mountain College (1933), also in North
Carolina, whose distinguished faculty included Anni and Josef

Albers, former teachers at the Bauhaus; and the Tyler School of



Art (1935) of Temple University in Philadelphia.

In addition to those schools established earlier in the
century, the Arrowmont School of Arts and Crafts in Gatlinburg,
Tennessee (1945, formerly the Pi Beta Phi Settlement School), the
Haystack Mountain School of Crafts in Deer Isle, Maine (1950),
and the Pilchuck Glass School (1971) in Stanwood, Washington, a
premier center for glassmaking co-founded by Dale Chihuly, are
among the many outstanding craft schools in America.

The Depression years saw the involvement of the government-
sponsored Works Progress Administration (WPA) in significantly
fostering crafts projects in programs similar to those for murals
and public works. With such programs, the government continued to
aid artists through difficult times and crafts flourished mainly
at the grassroots level.

World War II brought many significant changes, including
those in the world of art. There was an influx of dislocated
European artists, architects, craftsmakers, and intellectuals who
became educators in America, and the expanding university system
was there to receive them. Hand-in-hand with these new teachers
were unprecedented numbers of students who pursued arts programs
in universities, aided by the GI Bill. The trend was further
bolstered by a pervasive dissatisfaction with industrial society
--a fertile environment for interest in the handmade--which was
partly a backlash against the technology of war and the
devastation it wrought.

During the 1950s, younger craft artists embraced the "truth-
to-materials" doctrine. The leaders of the movement, encouraged
by university support, expanded the technical and aesthetic
boundaries of each discipline. That set the stage for a broadly-
based group--a new craftsperson’s movement. A particularly
interesting phenomenon of this movement was the emphasis on
collective production of crafts objects. While in past
generations they tended to work independently within their chosen
mediums, skilled craftsmakers now joined together, collaborating

on the creation of more ambitious work.
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The turmoil and change of the 1960s spurred an even greater
awareness of crafts. As American youth explored alternative ways
of living, they also sought alternative materials for aesthetic
expression. For some it meant a new direction in their lives, an
era of personal assessment, discovery, and reevaluation. For
many, at the time, it meant a rejection of gross materialism--the
making of a simpler life with more fulfilling work. This
generation, which expanded on the work of their 1930s
predecessors, has made an enormous contribution to the burgeoning
of the professionalism of crafts.

For the past five decades, the American Craft Council has
served not only as the primary catalyst, but also guided the
crafts movement. The Council was founded in 1943 by Aileen
Osborn Webb whose aim was to encourage craftspeople and to foster
appreciation for their work. Webb, herself a potter, was
determined to develop marketing opportunities for artisans. In
1939 she helped organize the American Craftsmen’s Cooperative
Council and one year later founded America House, a retail
operation and display space for crafts at Madison Avenue and East
52nd Street in New York City. Eventually the council grew to
include the American Craft Museum (then called the Museum of
Contemporary Crafts), American Craft magazine (formerly Craft
Horizons), the American Craft Association, American Craft

Enterprises (which sponsors annual fairs), American Craft
Publishing, the American Craft Information Center, and the World
Craft Council.

The new craft museum, which opened in September, 1956, was
located on West 53rd Street, on the same block as the Museum of
Modern Art. The timing was auspicious; the visual arts were
emerging as a significant area of popular interest in our
culture, and American artists were beginning to achieve
international prominence. The museum opened with a professional
director, Herwin Schaefer, a clear sign that it was committed to
becoming a serious, major public institution. It was the first of

its kind, devoted solely to exhibiting, researching, cataloguing,



documenting, and commissioning contemporary crafts.

Until then, crafts had been exhibited in very few of the
larger art museums in this country, and only on a sporadic basis.
No serious effort was being made to promote the best crafts or to
reinforce quality standards. From its inception, the American
Craft Museum performed a central role, in formulating and
communicating aesthetic and technical criteria and in galvanizing
the new crafts movement, by showing work of the generally
acknowledged masters while simultaneously exposing new talent. It
offered a showplace for the work of those who were rarely invited
to display their work alongside that of "fine" artists in museums
and galleries.

Paul Smith, director of the American Craft Museum from 1963
to 1987, played a crucial role in the renaissance of crafts.
Smith joined the American Craft Council in 1957; he was hired to
work on exhibitions and special projects and shortly thereafter
became assistant director. In 1963 he was appointed director
after the death of David Campbell (who had been the museum’s
third director) and served with distinction for the next twenty-
four years.

By 1990, after a brief period of turmoil, Janet Kardon was
named director of the museum. With a strong background in
contemporary art (she was formerly director of the Institute of
Contemporary Art at the University of Pennsylvania) Kardon has
worked vigorously and effectively to put American crafts in the
larger context of international design. The editor of an
ambitious series devoted to the history of twentieth-century
American craft, she has also organized the large-scale
accompanying exhibitions. The first two of the eight volumes in

the series have been published, and are entitled The Ideal Home:

1900-1920 (1993) and Revivals! Diverse Traditions: 1920-1945
(1994) .

The Smithsonian’s Renwick Gallery also has played an

important role in bringing contemporary American crafts to the

forefront. In 1972 it was founded as a curatorial department of



the National Museum of American Art, and housed in the original
1859 Corcoran Gallery of Art building across Pennsylvania Avenue
from the White House. Founding director Lloyd E. Herman
established the Renwick as a leading showcase for international
as well as American craft and design. Among the many exhibitions

mounted during Herman’s tenure were the pioneering Woodenworks:

Furniture by Five Contemporary Craftsmen (1972), a show that

forecast the flowering of the studio furniture movement, and the
influential Craft Multiples (1975).

In 1986, Michael W. Monroe, curator since 1974, assumed

leadership of the Renwick. He began to emphasize the museum’s
objectives to build a permanent collection of contemporary
American craft objects and to enhance research and scholarship in
the field, creating the annual James Renwick Fellowship in
American Craft and the biennial Patricia and Phillip Frost Prize
to honor the best books on American crafts. The Renwick has also
initiated the publication of monographs in the "Contemporary
American Craft Series" and catalogues to accompany major
exhibitions. Since the Renwick had built a contemporary
collection within a historic building, it was logical, when First
Lady Hillary Rodham Clinton decided in 1993 to establish the
White House Collection of American Crafts, that she would turn to
the nearby museum and invite Michael Monroe to serve as curator
of the collection.

A few major U.S. museums had established craft collections
as early as the 1870s: the Museum of Fine Arts, Boston, and the
Pennsylvania Museum (later Philadelphia Museum of Art); the Art
Institute of Chicago followed in 1902. However, most of the
specialized, craft-oriented institutions that play an active role
today appeared after World wWar II, with the majority founded in
the last twenty-five years: the Corning Museum of Glass in
Corning, New York (1951); the Center for Folk Art and
Contemporary Crafts in San Francisco (1972, reorganized as the
San Francisco Crafts and Folk Art Museum in 1983); the Craft and

Folk Art Museum in Los Angeles (1973); and the Everson Museum in
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Syracuse, New York (while founded in 1896, in recent years it has
become an important research facility and exhibition center for
American ceramics).

University art departments have also continued to nurture
the development of crafts where courses and student work extend
beyond the traditional boundaries of painting, drawing, and
sculpture. Many of the established schools have expanded their
curricula and newer programs have evolved. Teaching has provided
a line of progression for crafts, as these schools have fostered
successive new generations of teachers. Within the academic
framework, technology has also played a role in the development
of new methods and materials.

Where once there had been a prevailing anti-technology
attitude among craftspeople, now technical advances and expertise
are being put in the service of their work. One aspect of the
importance of this type of education may be seen in the way
certain weavers have begun to use the jacquard loom, originally
developed to mass-produce functional fabrics, by adapting it
through computer programming to create fiber art. In turn, many
disciplines have been altered by the development of new
technology. For example, Mary Ann Toots Zynsky (at one time a
student of Dale Chihuly at the Rhode Island School of Design)
creates bowls with fused glass fibers which imitate fabric.

While teaching has been an essential outlet for craft
artists, providing a lifestyle along with an occupation, there
has been a growing interest in the marketplace, creating a dual
focus for the craftsperson as teacher and creator-marketer. This
new entrepreneurial attitude is evident among many longtime
professionals. Woodworker Wendell Castle has said "I don’t see
anything wrong with influencing industrial design or working for
production. It’s just that my vocabulary was not suitable. It’s
actually more suitable now. But the quality would again be the
problem. It wouldn’t be the forms." Conversely, Castle developed
a technique called "stack lamination" in which the conventional

method of layering and fusing wood pieces was reinvented to



create unusual contoured forms and asymmetrical configurations.
In this way, again, the craftsmaker uses technological innovation
to achieve technical perfection and participates in the ongoing
dialogue between technology and human creativity. “

Throughout our history, there have been varying cycles in
the pursuit and appreciation of the handmade object. Our national
genius for improvisation combined with the still pervasive
frontier spirit, as well as the great American preoccupation with
individualism has engendered periods of great interest. It is
clear that the making of crafts in our country merits serious
attention as a key to understanding America’s self-image, and how
our culture has evolved. But still there are major problems to
surmount.

Relatively few museums actively collect, display, or promote
contemporary crafts. The majority of craft artists do not share
the same economic rewards as their '"fine art" colleagues, nor do
they enjoy the same recognition for their work that contemporary
painters, sculptors, performing artists, and architects do. Part
of this may be attributed to the long history of anonymity in the
history of American crafts; there have been many anonymous
craftsmakers who--in silence--have left a remarkable legacy and
tradition to us.

It could also be due to a certain reluctance on the part of
the craftsmakers themselves to fully participate in the
mainstream. Many of these artists have an extremely close
affinity to their work and a direct involvement with their
materials. The work is so intricately intertwined with their way
of life, a life that is fulfilling and creative--and absorbed by
hours of exhausting work. Woodworker Sam Maloof has said "I never
once thought about recognition because I thought, ‘How wonderful
it is to be able to earn a living working with my hands--to make
things that I enjoy making and other people enjoy having.’ So
recognition never entered my head at all." It would be wise for
us to note that working with one’s hands offers not only a

living, but a way of life.
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In many ways the credo of craftsmakers is self-reliance. In
general, they appear to lead seamless lives, their professional
and personal lives uniquely meshed. Perhaps it is the intimate
physical engagement with the materials with which they work--
there is virtually no remove between the creator and the created;
what they make is what they are. It can be said that the craft
artist’s life and work are often about continuity--not only
within the head, heart, and soul of the individual, but also as
the individual participates in the larger crafts community.

Where are we headed today? The renewed appreciation of the
craft world is certainly bolstered by the greater interest of
amateurs and hobbyists. Ceramics, textile arts, and woodworking
are especially popular. Other signs include the proliferation of

magazines and journals, such as American Ceramics, American

Craft, Ceramics Monthly, Craft International, The Craft Report,

Fiberarts, Fine Woodworking, Glass, and Metalsmith, and the wide

variety of craft courses offered around the country.

However, there continues to be a need for scholarship and
artistic criticism which will help bring crafts into the same
reaim as the so-called fine arts. Other countries of the world
regard their indigenous crafts as an expression of their cultural
patrimony, and Americans should do the same. Finally, the
American public must find a way to celebrate crafts as an
industry as well as an art, to reinforce the importance and the
appeal of the handmade in today’s throwaway culture.

The fact that Americans chose to memorialize the devastating
loss of friends and family due to AIDS through the making of an
enormous quilt is but one indication of the significance of
crafts in our society (by the end of 1994 approximately 27,000
individual panels had been contributed to the project from all
across the country and assembled into a quilt which, when last
laid out, covered the entire Washington Mall). Indeed, the quilt
is a quintessential example of collaborative craftmaking.

The President and Mrs. Clinton’s support for the Year of
American Craft (1993), and the fact that they held the first
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exhibition of contemporary crafts at The White House in December
of 1993, and have assured that crafts have a place in, and are
shown with, The White House collection, demonstrates the renewed
significance of crafts. There is, as well, an increased focus on
excellence and the realization that the handmade is once more
enjoying the prominence in our culture that it so rightly
deserves, as a symbol and expression of our most enduring

American values, skills, and dreams.






































































































DRAFT

The White House Collection of American Crafts

Monroe |

“We’ve tried to elevate the role and visibility of American artisans,
because there is some very fine work being done. We look at some of the [decorative arts] that
were given to the White House as gifts or were purchased during the 19th century---and they
were crafts of their time, so I think its important that we appreciate the artistry of crafts of

ur time."

Hillary Rodham Clinton

This exhibition and the accompanying publication, The White House Collection of American

Crafts, documents the 72 pieces of craft by 77 of America’s leading and emerging artists as well as the
extraordinarily high level of support, encouragement and visibility given to American crafts in the White
House by the President William Clinton and Hillary Rodham Clinton.

The handsome pieces pictured in this volume illustrate the skill, imagination, and vitality
characteristic of contemporary craft in the 1990s. Using glass, wood, clay, fiber and metal, these artists
reveal their unusual ability to manipulate materials in unique ways to express their vision in the form of
original objects of startling beauty. This collection is testimony to the Clinton’s belief in the value of
creative works of the hand as the most industrialized century of our history draws to a close. In an
increasing world of advanced computer technology, the digital surrogate, and even the remote access to
virtual realities, the intimate and physical qualities of the personal handmade object has never had more
appeal.

The most frequently toured home in the United States, the White House is a symbol of
America’s history, government, ideals and aspirations. Well over a million visitors tour the White House
annually to view the works by some of the finest painters and sculptors whose subjects include

American landscapes and portraits of Presidents and First Ladies, the antique fumniture and decorative
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arts in period settings and memorabilia of historical significance. From its first residents, John and
Abigail Adams in 1780 to William Jefferson Clinton and Hillary Rodham Clinton in 1993, each
succeeding First Family has brought to the Executive Mansion interests and a style uniquely their own.

Support for American crafts in the White House is not without historical precedent. In 1882,
President Arthur commissioned Louis Comfort Tiffany of New York City to create a dazzlingly colored
glass screen for the Cross Hall. Previous First Ladies known for promoting crafts include Ellen Wilson,
Eleanor Roosevelt and Rosalyn Carter.

In 1913, Mrs. Ellen Wilson, the first Mrs. Woodrow Wilson, created the "Blue Mountain
Room" furnished with handwoven coverlets, fabrics, doilies, and floor-coverings by women from the
Blue Ridge Mountains of North Carolina and Tennessee. The wives of government officials and the
people of Washington, D.C. were welcomed to visit the room, meet the weavers, and place orders thus
insuring a continuation of their craft.

An enthusiastic promoter of the crafts, Eleanor Roosevelt, along with three other women,
organized Val-Kill Industries in 1927. Established in Hyde Park, New York, it was a small workshop
producing Colonial revival fumniture and other crafts. The craftsmen looked at pieces in the American
Wing of the Metropolitan Museum of Art for their models. Sold exclusively through W. and J. Sloane
of New York City, the Roosevelts acquired pieces from a Val-Kill maple bedroom suite in the late
1920s and early 1930s for use in the White House. Several coverlets. woven in Virginia under the
auspices of the Works Progress Administration (WPA), were purchased for use in the bedrooms as well.

First Lady Rosalyn Carter hosted the traditional luncheon for Senate wives in an untraditional
style in May of 1977. Instead of using the official White House china and glassware, she chose instead
to feature dinnerware, glasses, napkin rings, and centerpieces hand made by contemporary American
craft artists. Borrowed from the craftspeople especially for the occasion, the luncheon in the State
Dining Room featured yellow-clothed tables, each highlighting the works of a different potter, glass
blower, metalsmith and basket maker.

The hallmark of this collection formed by President and Mrs. Clinton that separates this effort
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from earlier ones is their conviction that these pieces continue to be seen widely by the broadest number
of visitors possible since the initial December 1993 showing. Whereas earlier efforts by First Ladies
were limited to hand made furnishings in bedrooms for the private quarters, or dinnerware for one
social event, this collection continues to be rotated and is seen daily by visitors, special guests, and
dignitaries in the public spaces of the White House. Many pieces have been the featured focal point as
centerpieces for Presidential dinners and other social events. Several objects in this collection have been
handsomely displayed in a late 18th-century English library bookcase in the West Wing Reception
Room near the President’s Oval Office and pieces have been chosen by the First Family to enjoy in the
private quarters. The collection continues to play an integral role in the Executive Mansion’s daily,
social, political, and aesthetic life.

The Year of American Craft: A Celebration of the Creative Work of the Hand was mandated
by a Joint Resolution of Congress and a Presidential Proclamation that provided the stimulus and theme
for the 1993 holiday season at the White House. President and Mrs. Clinton wholeheartedly embraced
the Year of American Craft as a way to encourage the appreciation of hand crafts as a symbol of
cultural richness and enduring excellence in America.

Conceived by a national body of leading craft artists and administrators, the Year of American
Craft was a celebration of the creative work of the hand and represented the broad spectrum of craft
across the United States, Canada, Latin America, and the Caribbean. The primary goals were to heighten
national and international awareness of the ways in which craft reflects the spiritual life of each country
and to explore the cultural diversity and contemporary expression of our multiple craft visions.

Throughout all the Americas, craftspeople, collectors, educators and craft enthusiasts found
innovative ways to share their conviction that craft is the hand print of all cultures. Programming
included: national. regional, and local exhibitions; publications; public dialogue through conferences,
symposia, and educational outreach for all ages and level of involvement; governmental resolutions and
endorsements; celebrations and festivals; recognitions, awards, and fellowships; films and television

coverage using both special and regular programming; scholarly research concemning the historic
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development of the crafts world and the economic impact of the craft world on its surrounding
environment; and many collaborations among individuals, private institutions, public agencies, and the
wider professional communities at all levels.

The White House’s recognition of the Year of American Craft, celebrated during the holiday
season of 1993, served as a fitting tribute and culmination of a year-long national and international
celebration. The efforts at the White House were expressed in many forms: the collection of craft art as
seen in this book; handcrafted omaments for the Christmas tree; a hand-quilted tree skirt; a "Children’s
Tree" decorated with ornaments by school children; a contemporary cast bronze Hanukkah menorah; the
White House Creche; a "Wheat Weaver’s Tree" featuring hand-woven straw omaments; and the
Gingerbread White House.

Standing in the center of the Blue Room, the official White House Christmas Tree was an 18
1/2" Fraser fir decorated by thousands of hand crafted omaments from all 50 states, the District of
Columbia, the six territories and possessions that comprise the United States of America. The tree
represented the beauty of diversity and strength from a united effort achieved through the commonality
of craft. The First Family suggested angels, with or without musical instruments, as a motif for the tree.
Over three thousand craft artists were invited to create unique omaments executed in fiber, ceramic,
glass, wood, and metal for the occasion. The craft community, generous in spirit, submitted over 7,500
ornaments, thus allowing several additional trees to be decorated in the Entrance Hall as well as several
wreaths which were suspended in the large windows along the East Colonnade overlooking the
Jacqueline Kennedy Garden.

The tree skirt for the Blue Room Christmas tree consisted of individual segments that were
designed and quilted by an individual selected from each of the 50 states, the District of Columbia, and
the six territories that comprise the United States of America. Symbolizing the state in which each
quilter lives, there are apple blossoms from Arkansas, buckeyes from Ohio, and marine life from
Florida.

Mrs. Clinton said of the final effect, "Our family is so excited about our first holiday season at
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the White House. I was thrilled when | saw the magnificent tree in the Blue Room decorated with
beautiful craft ornaments from all over the country. The artists who contributed their time and talents
have truly made this a memorable Christmas for our family."

For the holiday season of 1993 the craft collection of 72 objects was handsomely installed
throughout various locations in the White House including the Ground Floor Corridor, the Library, the
Vermeil Room, the China Room, the Diplomatic Reception Room, the North Entrance, the Cross Hall,
the Green Room, the Blue Room, and the Red Room.

This group of objects does not pretend to be a broad survey of all facets of contemporary craft
making as practiced today. A curator organizing such a collection for a museum exhibition would have
the opportunity to exercise a wide range of latitude for including a wide variety of pieces without regard
for the architecture or decor of the museum hosting the exhibit. In sharp contrast was the rationale and
the parameters for determining the choices in selecting objects for this White House craft collection. The
criteria for inclusion were defined by the architecture, the historical settings and furnishings with careful
consideration given to the period rooms including their color, texture, and scale. It was important that
all of the craft media be represented: ceramic, wood, glass, metal, and fiber were included. There was
little wall or floor space for textile hangings and furniture; and wearable fiber pieces and jewelry were
not appropriate. The most desirable settings for objects in each room included the antique pier tables,
cabinets, bookcase-desks, fireplace mantels, work tables, and sofa tables.

The pieces selected represent responses to the already established aesthetic of these historical
spaces. The most appropriate objects for most of these settings proved to be the vessel form. One of the
richest areas of current craft expression, objects in the form of vessels have been fashioned from all
craft media of ceramic, glass, fiber, metal, and wood. Many of the vessels were chosen because they
related to classical and traditional shapes of the past. Sonja Blomdahl’s symmetrical Crimson/Green

Blue (Figure # ), John S. Cummings’ beautifully proportioned Porcelain Vase--Sang-de-Boeuf (Figure

# ), and Dante Marioni’s elegant Yellow Pair (Figure # ) are particularly good examples. For other

craftspeople, the exaggeration of form and color indicates a seeking of ways to break with traditions as
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expressed by Bennett Bean’s boldly patterned The White House Bowl (Figure # ), the three strongly
colored and elongated bottles by Michael Sherrill (Figure # ), and Mary Ann Toots Zynsky's free-
formed asymmetrical bowls in vibrant hues (Figure # ).

Critical to the success of the collection was the placement of the objects in each room. For
instance, Ronald Fleming’s intricately carved redwood bow! featuring a pattern of overlapping leaves
proved to be an excellent choice for inclusion in the Red Room (CT #9). The elegant American Empire
style furniture in this room features dark and richly carved and finished woods in characteristic designs
including lions’ heads, dolphins and acanthus leaves. The flowing and graceful scrolled arms of the sofa
find resonance in the sweeping movement of Fleming’s leaves. Placed on a small round table made of
mahogany and various fruit woods with a trompe-1’oiel top of marble inlaid in a geometric pattern, this
important piece of American Empire furniture was created by New York cabinetmaker Charles-Honoré
Lannuier in the early 19th century.

Currently used for official occasions involving a small number of guests, the Family Dining
Room became an ideal focal point for two exquisite pieces of craft placed on a sideboard. Pictorial
elements found in the elegant portrait of Edith Carow Roosevelt by Théobald Chartran (CT #10)
suggested the placement of Albert Paley’s wrought iron candelabra and Edward Moulthrop’s ashleaf
maple bowl. The handle of Mrs. Roosevelt’s parasol is repeated by the candelabra’s diagonal spears
while the horizontal lathe-turned wood spheroid bowl form repeats the oval frame that contains the
energy of this portrait.

Often used on ceremonial occasions, the Grand Staircase features portraits of 20th century
Presidents (CT #11). One of the landings displays a handsome and unique pier table on which a boldly
patterned spherical bowl by Philip Moulthrop and an equally dynamic piece by Ronald Kent were
displayed. Both contemporary craftsmen use black as a dramatic accent in their work, just as the 19th
century cabinetmaker had done on the legs and on the apron of this table. The strong symmetry of these
two contemporary pieces complement the formal portrait of Woodrow Wilson by Frank Graham Cootes,

the balanced pair of candelabra and the pier table.
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David M. Levi’s bright yellow and blue Bird Jar appears to be completely at ease in the Blue
Room. This oval shaped room, with many furnishings in the French Empire style feature several
decorative motifs including acanthus foliage, imperial eagles, wreaths, urns, stars and classical figures.
Levi's blown glass vessel, placed on a mahogany marble-topped table purchased by President James
Monroe in 1817, perfectly complements the symmetry of the room and echoes in color the graceful
blue-satin draperies with handmade fringe and gold valances. To the left of the center south facing
window hangs John Vanderlyn’s portrait of James Madison and to the right is a portrait of Thomas
Jefferson by Rembrandt Peale.

Remodeled as a library in 1935, the White House Library is appointed with works
representative of a full spectrum of American thought and tradition. Placed in the center of the room on
a drum table attributed to the New York cabinetmaker Duncan Phyfe is potter Cliff Lee’s traditionally
carved porcelain vase with a pale celadon glaze (CT #6), an ideal location in this soft grey and rose
colored environment for study and contemplation.

The Yellow Oval Room, decorated in the Louis XVI style of the late 18th century France, has
numerous sﬁperb examples of the decorative arts including French and English cabinetmaking, Chinese
urns of the same period, and a 19th century Turkish Hereke carpet. The intense color of Dante
Marioni’s classically inspired Yellow Pair (CT #5) reflects the name of the room and is appropriately
seen in this formal drawing room for the President and his family. Just beyond the window is the
Truman Balcony overlooking the South Lawn. In the distance stands the Washington Monument.

The Center Hall serves as a spacious drawing room for the First Family and Presidential guests.

Recent First Families have used this space to display works by American Artists. Presence Clock #7 by

Wendell Castle (CT #3) was placed atop a grand piano in front of a boldly abstract painting by Dutch-
born Willem de Kooning on loan to the President and Mrs. Clinton. By pairing the curvilinear legs and
hands of Castle’s animated timepiece against the gestural and dynamic brush strokes found in the
painting, the two pieces enhance and complement each other, one in two dimensions and the other in the

third dimension.
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The octagonal 18th century English partner’s writing desk, located in The Center Hall as well,
provided an ideal setting for Dale Chihuly’s dynamically blown glass vessel. The cool and aqueous color
of this asymmetrical and undulating form contrasts beautifully with the architecture and the warm
yellow and white color scheme in this informal sitting room.

Michael Sherrill’s color saturated Incandescent Bottles (CT #16) seen here under a

contemplative portrait of Jacqueline Bouvier Kennedy Onassis by Aaron Shikler in the Vermeil Room
complements the soft yellow of the paneled walls. The attenuated contemporary bottle forms echo
Shikler’s elegant handling of his subject in an exaggerated vertical fonmat. The Vermeil Room serves as
a display room and, for formal occasions, as a ladies’ sitting room. Other portraits of First Ladies in the
room include Patricia Ryan Nixon, Claudia (Lady Bird) Johnson and Anna Eleanor Roosevelt.

The large Entrance Hall, seen by guests as they arrive on the State Floor of the White House,
includes furnishings such as a French pier table and a pair of French settees with exquisitely carved
mahogany swans’ heads (CT #12). The baroque character of John Littleton and Kate Vogel’s
contemporary blown glass sculpture is in graceful harmony with the flowing forms of the swan’s curved
neck and its stylized wings. The contours and the curvilinear character of the legs on the small side
table further echo the sculpture’s swelling and bulbous forms. A grouping of Cheryl Williams' Three
Prayer Bowls, with their gold leaf interiors, naturally complement and repeat the effect of the gilded
bronze on the French Empire clock, the framed mirror, and apron of the French pier table purchased by
President James Monroe in 1817 (CT #12).

Additional pieces in this collection are indicative of the astonishing breadth of objects made
today that ranges from highly personal statements as reflected in Jon Kuhn's dazzling geometric glass
sculpture (Figure # ) and Kari Lonning’s non-functional woven and dyed rattan sculptural form
suggesting a basket (Figure # ), to utilitarian pieces created for daily use as in Mara Superior’s
delightful ceramic cocoa pot (Figure # ) and Randy Stromsde’s ceremonial silver, pewter, and gold-
leafed bowl.

The educational backgrounds of the craft artists featured in the collection are as interesting and
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diverse as the works they create. While many have had extensive formal training in university art
departments or in private art schools, others have attended excellent arts and crafts schools that offer
non-degree short-term courses or workshops specializing in strengthening technical and aesthetic skills.

Others, like full-time basket makers Sharon and Leon Niehues of Pettigrew, Arkansas, have
availed themselves to the vast amount of technical information that is available from conferences,
workshops, books, films, and periodicals. For instance, the Niehues’ who began creating baskets 21
years ago, learned their craft by consulting a book by the Arkansas Extensive Service. "It took years of
practice taking a tree apart to enable us to get quality materials to weave a nice basket. We do all the
work with traditional hand tools. This is green woodworking - using the log while it’s fresh after
cutting."

The career of potter Nathan Youngblood of the Santa Clara Pueblo is a prime example of the
time-honored tradition of an apprentice serving at the side of a master. His exquisite and elaborately
detailed Black Carved Jar (Figure # ) is the result of years of study with his grandmother Margaret
Tafoya, the last living representative of the century’s early recognized pueblo potters.

The art of craftsmanship is often transmitted from one generation to another. Melvin Lindquist,
the most senior artist in the collection, was formally trained as an engineer and began turning in the
1930’s as a vertical turret-lathe operator for the General Electric Company. It was at his home shop,
however, that he applied his machinists and engineering background to developing new tools and
innovative experimentation with turning hollow forms, reverse turning, and horizontal and vertical
parting techniques that are all widely used by wood turners today. Melvin’s involvement in wood
turning proved to be an influence on his son Mark who today continues to explore even newer
possibilities in the medium. Whereas Melvin’s pieces are heavily inspired by the smoothness and
symmetry of ancient Oriental, Greek, and Indian ceramic vases, his son Mark's forms are more likely to
be rough hewn and informed by contemporary attitudes in wood sculpture.

Not caring about the taboos of the purists, Mark Lindquist’s pieces often have roughly textured

surfaces that often times have been shaped by using a chain saw. This approach, with its emphasis on
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directness, asymmetry, and energetic handling, symbolizes his desire to explore his personal expression
and challenge the norms of earlier generations.

Included in this collection are other examples of generational craft transmission such as
ceramicist Laney Oxman to her son Zack, a metalsmith; glassblower Harvey Littleton to his son John
and daughter-in-law Kate Vogel, also glass artists; and woodtummer Edward Moulthrop to his son Philip,
a woodturner as well. Several artists, however, have taught themselves the techniques of the craft that
they practice today as full-time professionals. One such splendid example is Sam Maloof who, at the age
of 32 in 1948, began what would become for him a life-long odyssey with the beauty of wood and form
as expressed through his graceful and inspiring Rocking Chair (Figure #6). "From the day 1 started, |
have been able to make my living working for myself and doing what I like to do, work in wood. I love
the feel, the character of wood no matter what the species, and I enjoy making objects that are both
functional and beautiful "

Many of the forms in this collection reflect a wide range of international technical, historical,
and aesthetic traditions and influences. Several artists chose to remain close to a particular tradition in
form or technique. Cliff Lee’s carved porcelain vase (Figure # ), inspired by the artist’s Chinese
heritage, John Cumming’s classically shaped and glazed bottle (Figure # ), and Thomas Hoadley’s
beautifully hand-formed bowl (Figure # ) employing the ancient Japanese nerikomi technique of using
colored porcelains, are excellent examples.

Other artists in this collection have similarly been inspired by classical and symmetrical vessel
forms; however, a few of them chose to employ techniques borrowed from 20th century technology.
Some notable examples include Edward and Philip Moulthrop, and Sidney Hutter.

For instance, Edward Moulthrop, known for his gargantuan sized tumed wood bowls large
cnough for children to hide in, borrowed technology developed by the Department of Agriculture
researchers to protect Army gun stocks from temperature changes. The chemical polycthylene glycol
solution in which his vessels are soaked for three months stabilizes the wood so that it won’t shrink,

crack, or split. Edward says, "If it weren't for this chemical, my large pieces would be impossible to
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make."

Edward’s son Philip Moulthrop, also a tumer of elegant spherical wood bowls (Figure # ) has
developed an unusual system of gluing small segments of cross-cut pine branches to his forms prior to
filling and building up the surrounding areas with a black walnut dust mixed with Epoxy. The unifying
effect of the blackened Epoxy resin strengthens the structural integrity of the form and provides an
element of contrast and drama.

Sidney Hutter’s White House Vase #1 (Figure # ) is indicative of an interest in the strong
clean lines of modern design that symbolizes the desire of many craft artists to develop new skills
through technology. Their constant experimentation has brought dynamic new possibilities for
expression. Like the Moulthrops, Hutter uses spin-offs from the scientific community for holding
together his decorative but nonfunctional vessel forms. Cut and polished from mundane plate glass
pieces of the same kind that is found in window panes, Hutter uses glues cured with ultraviolet light to
bind the pieces together, a technique originally developed for the electronic industry that melds colored
dyes into clear glass.

Another artist working in the glass medium is Mary Ann Toots Zynsky whose determined
effort to develop a new technique has eamed her a distinctive niche in the expansive world of artists
working in glass. Perfecting a unique method of constructing free-form vessels from layer upon layer of
thin glass threads resembling spaghetti lengths, Zynsky creates pieces that pulsate with brilliant color
(Figure # ). Her exuberant pieces fused, slumped, and folded with heat belie the customary rigidity
associated with glass. With her technique resolved, Zynsky’s objective was to make a pair of beautiful
vessels that would be as expressive as possible.

With the gradual reduction of college and art school teaching positions in the 1980’s and
1990’s, many craftpersons found it necessary to develop sophisticated marketing skills in an effort to
continue their craft. It is estimated that nearly a half-million people eam their livelihood form their
craft, many of whom are included in this collection. Ellen Kochansky is just such an artist. Inspired by

her rural garden as seen through the window of her studio, Ellen’s Counterpane quilt (Figure # ) is a
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sensitive interpretation of the beauty of nature. Sophisticated Kochansky moves comfortably between the
world of artist as quilter and the frenetic commercial sphere of commerce with its interior designers,
department store buyers, and home fashion retailers. Her one-of-a-kind fiber wall hangings like
Counterpane have enhanced the lobbies and offices of the corporate world while national retailers have
purchased in quantity her contemporary bed quilts produced by the company she founded, EKO Quilts.

Today, more than at any time in American history, crafts have become more diversified,
expressive, visible, and expansive as the contemporary American craft movement continues to grow in
its sphere of visibility and influence globally. Several artists represented in the White House collection
enjoy national and international reputations and their works are coveted by leading museums,
corporations, and collectors. Dale Chihuly’s blown glass piece Cerulean Blue Macchia with Chartreuse
Lip Wrap (Figure # ) shows his mastery of the medium. Chihuly began his career as an artist working
individually, but today he currently employs over 50 full-time employees who assist in his efforts to
bring the art of glass to continually expanding audiences. His foray into designing sets for the Seattle
Opera’s production of Claude Debussy’s Pelléas and Mélisande were met with great critical acclaim,
proving that the potential for new realms in craft are only limited by the imagination.

The 72 objects in this exhibition at the Smithsonian Institution’s National Museum of American
Art and this publication should be viewed as a selection of what is being produced today and not
representing all the talented craftspersons presently at work. An embryonic collection, it is not
definitive. however, it does include works by artists from all regions of the United States, works in all
media, works that range form utilitarian to purely decorative and or sculptural, as well as works that
range from established to emerging craftspersons. From a Native American not formally schooled in
crafimaking techniques but raised in the artistic traditions of his New Mexico pueblo home, to a
graduate of a prestigious American design schoo! now innovating glass forming techniques in her Paris
studio, all of the artists of the White House craft collection are American citizens, and in aggregate, all
the beautifully crafted objects they produce serve as a material record that functions as a bridge between

the past and the present.
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Sam Maloof, a completely self-taught full-time craftsman who next year will become an
octogenarian, completes seventy-five new pieces of furniture each year in a California studio he built
himself. His walnut Rocker #60 (Figure # ) in the White House Collection of American Crafts
epitomizes the essence of craft, beautifully conceived and masterfully executed. On the other hand,
Zachary Oxman is at age 27 the youngest artist in the White House Collection of American Crafts.
Oxman, who has undergraduate and graduate degrees in art, produces bronze goblets, candelabrums, and
sculptures in a one-man foundry that he built in rural Virginia. His delightful Hanukkah menorah, A
Festival of Light (Figure # ), depicts five men in tailcoats dancing for joy as they lift their candles to
heaven. The light from Oxman's candles are symbolic of many hopes and aspirations. May they bum
brightly for future generations as we celebrate the joy of life through craft. Separated by more than fifty
years of age, Maloof and Oxman are living testimony to the vitality, spirit, continuity, energy, and
enduring qualities of craft and the enormous satisfaction that it gives.

The White House is a wonderful setting for highlighting causes, but without the vision, support,
and enthusiasm of President Clinton and Hillary Rodham Clinton, the craftspersons of America might
not have had the opportunity to share with their fellow citizens the affirmation that through craft we can
commemorate the multi-cultural heritage of our nation and pay tribute to the artistic diversity that exists
among all people. As Lady Bird Johnson once said, the White House gives you "a bully pulpit...a
chance to do something for your country that makes your heart sing."

Thank you Mr. President and First Lady.





