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Although the architectural profession continues to evolve
with the latest technological tools, many architects today still
use innate creative talents and handcrafted skills

to design and transform places that resonate with their users.
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Bank On Value.
Build With Brick.

Worthington National Bank,
Clearfork at Edwards Ranch Fort Worth

architect CHS Architects, Arlington 1x
general contractor Muckleroy & Falls, Fort Worth
masonry contractor Galindo & Boyd, Mesquite TX
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bu;idlngs are built of modular Acme in standard colors and textures, sourced -
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Every aspect of the new Worthington statement? Sit down with your friendly
National Bank building speaks to Acme Brick representative, view colors
elegance, sophistication, and respect and textures online, and rediscover

for tradition. Yet the entire project, the innovative possibilities of modular

from pilasters to arches, was executed ~ Acme Brick.
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Acme Brick
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Ridgemar Velour (details)

Dovetail Blade Cut(pilaster accents)
Modular Brick

— "Ou.r client foves gﬂad desrgn Before this Using two slightly different shades of reason to consider anyone else. Acme’s
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a historical post office and a Sundance and classical elements that fit the bank’s ~  to value-engineer up front and ensure
Square building, both with detailed style. Acme Brick’s headquarters happen  we could live up to our renderings with
<. brickwork. That experience inspired this to be right next to the project, but Acme is  a material superior to stucco or metal
- “““traditional design in brick. We love using  the first name that comes to everybody’s  panels. We enjoyed good teamwork.
changes in brick color and orientation, mind, anyway, as a long-time Fort Worth  The client was pleased to add a sculpture
along with recesses and projections, .. . icon. They've been good to us, and we, garden and impressive artwork to
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THE PERFECT PARTNERSHIP BEGINS WITH THE RIGHT TEAM

With over 35 years of industry experience, Bonick Landscaping can bring its talent and expertise to
any project. Our trusted industry partners include landscape architects, architects and builders.
Bonick’s quality and attention to detail ensure that we reliably deliver unparalleled workmanship on
the most complex landscape and construction challenges. To see more of our collaborative
work and award winning projects, call 972-243-9672 or visit our new website.

LANDSCAPE DESIGN
CONSTRUCTION

POOL CONSTRUCTION
GARDEN CARE

POOL CARE AND SERVICE
COLLABORATIVE PROJECTS

& BONICK

LANDSCAPING

bonicklandscaping.com

Architect: Bernbaum Magadini, Landscape Architect: Hocker Design Group, Construction: Bonick Landscaping



PRESIDENT’'S MESSAGE
Craft Touches Us in Tangible and Intangible Ways
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It is our hope that AD EX will break down the boundary between

the public and our profession with a more pedestrian-friendly location and

will become an important addition to a newly invigorated downtown.

| believe we have all heard the phrase “God is in the details.” This
speaks to the almost magical way that a well-designed building or
space transforms itself from mere building into the realm of art.
Of course, this has many facets, but the idea of craft and how well
components of a design are put together is central to the art of
architecture. This issue is devoted to the idea of “Craft.”

Funny thing about the topic “Craft™ You think it would be
an easy topic, but actually it's pretty hard because craft is open
to interpretation regarding exactly what it is and how it's judged.
However, a couple of things are evident when you explore the
articles in this edition of Columns: It's hard to achieve, and it takes
passion and commitment.

As important as it is to explore the topic in this magazine, we
are also lucky to be able to explore craft in more tangible ways. The
first is to participate in AlA Dallas’ annual Tour of Homes, and the
second is to look for an opportunity to check out our new home at
Republic Center in downtown Dallas.

The annual Tour of Homes is the Oct. 20-21 weekend and
will feature some amazing homes that showcase the passion
and commitment — and craft — of architectural designers. It is a
wonderful opportunity to enjoy our autumn weather and come see
the best of residential design in the city.

When this issue reaches you, AlA Dallas will have moved into
its new home, now known as AD EX, the Architecture and Design

Exchange, in Republic Center. Or should | say mostly moved into our
new home, as the AlA Dallas staff has moved into the second-floor
space while the finishing touches are completed on the first floor.
The Architecture and Design Foundation and AlA Dallas will share
the AD EX space as our new home. It is our hope that AD EX will
break down the boundary between the public and our profession
with a more pedestrian-friendly location and will become an
important addition to a newly invigorated downtown.

My thanks go out to our many supporters in our profession
and industry partners who helped make this possible, as well
as our design team, led by OMNIPLAN; our contractor, James
R. Thompson; and, most important, our staff at AlA Dallas, our
partners at the Architecture and Design Foundation, and the AIA
Dallas Board of Directors.

As November approaches, please keep an eye on your
email for information regarding opening celebrations and other
opportunities to come check out our new home — AD EX!

Mike Arbour, AlA
AlA Dallas President
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EDITOR’S NOTE
The Craft of the Architect

Photo: Allison Richter

“The level of detail and craft is something that’s inscribed

within the original design concept. And so when I begin to draw,

I know what kind of detailing I want the building to have.”

Tadao Ando. Hon. FAIA

This issue is a conversation on craft and how it is interpreted
by the various contributors to the publication. You will
observe that many of them hold strong opinions about craft
and craftsmanship as well as defining the terms differently.
It is even harder to pin down the meaning of craft and
craftmanship in this digital age. For some readers, the terms
evoke a style, or an item that is handmade, or a process of
creating, or an aesthetic, or an art. No matter which definition
of craft you subscribe to, the notion of craftsmanship is
constantly evolving.

Let's ask ourselves what the craft of the architect really
amounts to. Most architects do not actually construct the
buildings that they design although they do work closely with
a creative team of contractors and fabricators who erect the
physical building. What architects truly craft in this process
are the drawings, the representation of the building. The
drawings reflect the process of image-making as an exercise
of the imagination. The craftsmanship of the architect is
mainly contained in these drawings.

The art of the drawing is not dead in the digital age. And
no matter how digital tools advance, the act of creating

the drawing and the end product is an integral part of the
architectural process. The drawings are the embodiment of
the mind, eye, and hand, and the ultimate expression of the
craft of the architect. Whether using computer modeling
or loose hand sketches, the process of the representation
leads to the development of new crafts and architectural
innovations. The drawings both document and reflect upon
the architect’s and craftsman’s visions and hopes for the user
and our community.

We are constantly redefining the notion of craft in
architecture to include the most advanced designs, innovative
tools, and representation techniques, but at the heart of this
process is the act and art of the drawing itself.

Mot

Harry Mark,FAIA
Editor
harry@rsmdesign.com
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CHARACTERIZING

By Mark Leveno in collaboration
with Amy Wynne Leveno, AIA

It takes creativity, confidence,
and communication
to see craftwork through

Amy is army-crawling through the tiny attic of a new residence that our studio just completed in
Austin. Dimmable driver clutched in her mitts, she is focused on the final wiring connections for the
two 8-foot-long LED lights that the general contractor and | are holding while precariously perched
on the kitchen island below. One by one they illuminate, and then | hear her yell, "Are they on?" and
“Woo-hoo!” when we confirm.

We're an architecture firm, and we design furniture and lighting. Sometimes we fabricate the pieces
in our workshop, and sometimes we oversee fabrication by others. Both are creatively satisfying.
Neither are easy. We often work on the installation as well, which is how Amy ended up in the attic.

Six years ago, we envisioned our studio as a place where all of our interests and skill sets could be
engaged. We both trained as architects and met in architecture graduate school at the University of
Texas at Austin. | have an MFA in furniture design. We have both studied woodworking and are versed
in digital tools. Our firm’s architectural work includes small- and large-scale residential, commercial
and retail interiors, and a collection of other projects. The variety of project types and scales keeps
us interested and enthusiastic. The goal of our studio is to maintain an environment where creativity
Is encouraged because creativity is what makes our work distinct. In our studio, that creativity is
expressed through craft.

COLUMNS # aiadallas.org 13
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Houndstooth Coffee in Austin, designed by OFFICIAL, features an expansive bar that works as a full-service coffee bar during the day and cocktail bar in
the evenings, with the form and materiality of the bar directing its uses. / Photo: Robert Yu

Had you asked 10-year-old me what craft meant while
| was helping my father build side tables in his two-car garage, |
probably would have told you it was about eased edges or evenly
applied homemade tung oil. Maybe a perfectly chiseled mortise
and tenon. If you'd asked me during architecture school, | would
have said something involving 220 grit sandpaper.

Turns out craft is a tricky word and perceived in a multitude
of ways. Craft is ambiguous and does not have a singular
definition. Creative expression is just one interpretation. Among
other things, craft is the ingenuity and the will required to bring
your ideas to reality. Craft is also the skillful navigation of the
existing manufacturing and distribution systems, or the critical
craft of communication. Craft is elastic. Craft is an amorphous
concept dependent upon scale, budget, and project type, and
propelled by designer and client. Craft is an ever-evolving
organism that is perceived differently by all who pursue it.

An enormous component of executing creative ideas
is having the confidence that the idea can be achieved.
Understanding the necessary trades, craftspeople, processes,
and techniques required to get something fabricated is
essential.

Thomas Heatherwick discusses his background and how his
knowledge of varied trades freed him to explore bigger ideas:
“My training allowed me to move freely between materials and
processes that included working with plastics, glassblowing,
welding, jewelry-making, ceramics, embroidery, and timber
joinery. Exploring different scales of problem-solving, | was able
to pursue my ongoing interest in the design of buildings and
the built environment. ... My experience making my own design
ideas convinced me that understanding materials, and gaining
practical experience of using them, was essential to developing
ideas and finding ways of making them happen.”

COLUMNS 7/ aiadallas.org

Creativity in craft is strongest when the depth of experience
described by Heatherwick merges with creative ideas to find a
unique solution to a design problem. For instance, we designed a
custom bolt-down stool for a client who wanted a seat that didn’t
need to be reset after every customer and could be installed at
multiple heights for different seating options. The stool consists
of two parts, a conical white oak seat that reads as an extruded
end-grain cutting board and a round steel tube with plate base,
designed to bolt to the floor. We were interested in exploring the
quality of raw metal, but with the durability of a finished material.
The default finish for a piece like this would be a metallic paint,
which looks fake because it is, or blackened steel, which did not
jibe with the overall project.

But knowing that the first stage of the powder-coating process
is to sandblast the metal in preparation for the powder finish, we
decided we could achieve the desired aesthetic with a sandblasted
steel and a clear matte powder coat that is normally reserved for
the top layer over a standard finish. We called multiple powder-
coaters to explain our idea, were turned away by many, and found
one willing to do it. The process required more detailed, uniform
sandblasting and then a concerted effort not to touch the steel
between the sandblasting and the coating phase, as the oils of
fingerprints linger and quickly rust freshly sandblasted steel.

To the delight of everyone involved, the result was what we
set out for — a clean look with textured depth and a unique finish.
It sounds simple, but that is craft at its best: understanding the
processes involved well enough to know where the subtle shifts
can occur to achieve something special.

Sawdust Studio in Austin took our original idea of the wooden
seat being turned on a lathe and carved it with a router on a
custom jig. The metal fabricator did all the welding and CNC
cutting of the steel components. The powder-coater was willing




Houndstooth Coffee’s bright and welcoming interiors engage the patrons with custom crafted furniture, lighting, and art. / Photo: Robert Yu

to take a chance on an untested process. The project’'s general
contractor connected the craftspeople to us and the client. We
all discussed the ideas in detail, reviewed and critiqued the shop
drawings, examined the mock-ups, and celebrated the final install.

Crafting special pieces requires special people. Being able
to work effectively and communicate respectfully with other
craftspeople in an informed manner is essential to making
projects come to life.

Zooming out from our limited-run stool, we talked with Ryan
Anderson of RAD Furniture about his take on craft. Ryan, who has
a master’s degree in architecture from UT, started his furniture
company in 2010 and now distributes his work nationally. We've
used his pieces in multiple projects because we like everything
about them — not just the design but also the ease of working
with Ryan and his team from the initial order to the shipping
and customer service. They take what they do seriously, and we
greatly appreciate it.

“Craft is a foregone conclusion,” he told us. This statement
caught Amy and me off guard. He emphasized that people simply
expect products to be well-fabricated and well-executed. That
is the foregone conclusion. Ryan sees craft as the successful
navigation of the full range of craftspeople, material suppliers,
distribution systems, buyers, and others as necessary to take a
project from design and raw materials to RAD’s furniture landing
on site.

His craft includes constantly calibrating the logic of his in-
house fabrication systems, from the order of welds to joint types.
Anextra 30 seconds blending a weld can have a detrimental effect
on his profit margin when multiplied by 1,000 orders. Within his
craft, he is exacting efficiencies in the metal shop while still
maintaining the design integrity and guality of his work. In RAD’s
case, craft is an endeavor of continuous improvement.

Which highlights one of the most important qualities a
designer must have to craft unique work at any scale: tenacity.
Designs always encounter what we refer to as chronological
design obstacles, as in once you overcome one design obstacle,
you unceremoniously push on to the next. Then another and
another until your work is finally complete.

It is tempting to give up after too many obstacles. It's easier
to choose a standard design solution or an off-the-shelf option.
A good balance of confidence and stubbornness is paramount
to see projects through to the end. Tenacity applies to work at all
scales, from furniture to architecture.

Los Angeles firm Marmol Radziner runs its studio in the form
of a traditional master builder to enhance the quality of its craft
and creativity. Here's why: “While the standard concern of design-
build is that architects hold back on designs when they know they
are responsible for building, we find the opposite to be the case.
We challenge ourselves as craftspeople and builders to take the
rigor of designing a project and extend it into the execution of
complex conditions.” Rather than fearing the challenges, Marmol
Radziner has chosen to design more rigorously, implementing
an all-encompassing team that includes architects, metal
fabricators, carpenters, and a full general construction crew to
create architecture rich with well-crafted detail.

As academics and multiple design competitions have taught
Amy and me, drawing something awesome is easy. Craft is an
ever-expanding library of skills that we apply and build upon over a
lifetime. Our individual experiences, our professional development,
the project types we've taken on, and our interactions with the
others with whom we share the construction and fabrication all
add to, embody and enrich our characterization of craft.

iy o e R i e AT PR SR S e e
Mark Leveno and Amy Wynne Leveno,AlA, are IiJ|'|.'.'L|'.I'_k‘!.'IJ at OFFICIAL.
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By Kate Aoki. AIA

the PROCESS

ARTISTS EMERGE THROUGH THE EXERCISE OF CRAFT

Anni Albers at a loom on the Blue Ridge Campus, ¢. 1937/
Courtesy of the Western Regional Archives, State Archives
of North Carolina
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On Jan. 5, 1964, my father departed Haneda Airport
In Tokyo, Japan, and, by way of Honolulu, arrived in
San Francisco.Inpursuit of aWestern philosophy and
practice of painting inspired by the action painters
of the Abstract-Expressionism movement, my father
had been encouraged by his own father, an architect
who painted in his spare time, and his grandfather, a
silk-stitchembroideryartist,toabandonthetradition
of inheriting the family business. Instead of insisting
he take over the architecture practice, they urged
him to seek a career, in either Japan or the United
States, not based on prescribed expectations.

My father's professional endeavors evolved as he matured as an artist, and while he
maintained a painting studio, he pursued a master’s degree in technical theater under
Paul Baker, founder of the Dallas Theater Center. He was the resident set designer
and technical director for the theater until the late '70s. But while his professional life
progressed, he never left behind art or the need to create.

My parents’ house is a veritable shrine to his carpentry skills, with a vast wood deck
covered by a trellis and canopy that has been rebuilt at least a half-dozen times over
the last 20 years. The urge to create, and to craft, was unrelenting — he had to do it. So,
incidentally, did his father, the painter and architect. So did both his grandfathers, one a
shrine carpenter trained in traditional joinery, the other the silk-stitch embroiderer who,
in addition to being commissioned on occasion by the emperor, was also commissioned
by Gen. Douglas MacArthur to embroider a portrait of Lana Turner.

It's no surprise, then, that | was never going to be an accountant. | grew up
surrounded by art and craft, and when it came time for me to choose a college, all four of
the applications | filled out went to art schools.

| received my bachelor of fine arts in textile design with a focus on weaving, a discipline
| was introduced to at a young age when a neighbor down the street invited me to weave
a simple scarf on her loom. | was drawn to weaving in particular by the combination of
a craft rooted in a highly technical process and an end result that can be as artistic as
anything created on a canvas. Weaving is not unlike architecture; it is extraordinarily
calculated, and the result must be mapped, planned, drafted, and premeditated far in
advance, should you wish your weaving to be successful.

Because weaving has many centuries and thousands of books behind it, | won't
spend much time explaining the technicalities. What is worth keeping in mind is the
time, forethought, and calculation required to execute a woven textile. A floor loom is a
frame upon which hang several harnesses, and within each harness hangs a collection
of loops through which the yarns are threaded. The weaver must calculate not only how
the threads will hang from their heddles and subsequent harness, but also how much
yarn will be needed for the weave and in what order it will be wound to be tied onto the
loom, followed by notations to remind her how to lift and lower her harness to achieve
the desired pattern.

Proper and careful setup is essential, but the setup is also what gives the weaver her
charge; | loved the process of getting the loom ready to weave, the physicality of pulling
a bundle of threads through the frame and tying them on to the loom. The action of
weaving itself was secondary in satisfaction to knowing | had a beautifully setup loom.
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Anni Alber’s fabric-covered Ark Panels (1957) at Temple Emanu-El in
Dallas, TX, feature a series of gold, green, and deep blue bands running
vertically along each panel. / Photo: Shirley Che

This rigorous setup and the tradition of the weaving process
is why weaving is considered a craft. However, the lines between
art and craft have always been, to varying degrees, blurred. There
is art and there is craft, but the spectrum between the two rapidly
disintegrates, leaving us to wonder about the differences and why
we need to distinguish between them. That we feel the need to
elevate exceptionally crafted objects to art speaks to the disparity
and how we shape the discussion around craft as a practice.

ANNI ALBERS, WEAVER

Anni Albers was among the first modern weavers to move the
discipline from a traditional application into contemporary practice
by combining artistic philosophies with a crafting process.

Albers, born Annalise Fleischmann in Berlin in 1899, had
planned to become a painter. She studied painting in her youth
under a series of tutors and instructors, including impressionist
Martin Brandenburg, after which she gained admittance to a
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Kunstgewerbeschule (school of applied arts) in Hamburg. But
the lure of the newly founded Bauhaus and its philosophy of the
“inseparability of art and craft” led her to apply there, and she was
accepted into the school in1922.

She found upon enroliment that, due to the circumstances of
her time, weaving was the only workshop she could enter, which
disappointed her. “I didn't like the idea at all in the beginning
because | thought weaving is sissy, just these threads. And there
was a very inefficient lady, old lady, sort of the needlework kind of
type, who taught it. ... But the only way of staying at that place was
to join that workshop. And | did. And once | got started, | got rather
intrigued with the possibilities there.”

Albers realized that the vast world of painting, sculpting and
other studio fine arts intimidated her, yet with no formal restraints
and infinite choices of medium, her world was boundless. The
freedom struck her less as liberating and more as paralyzing, and
she came to appreciate the boundaries and limits put in place by
weaving, which allowed her to carve her own space and form. | felt
that the limitations and the discipline of the craft gave me this kind
of like a railing. | had to work within a certain possibility, possibly
break through, you know.”

Working within the confines of the weaving process and
structure, Albers flourished in her practice. Her studies at the
Bauhaus engrained in her a deep respect for exploration, and she
delved into all facets of textile design and production; her work was
not simply a reaction to the loom and the carrying out of instruction.
She learned how to produce textiles on an industrial scale that still
maintained the beauty of pieces designed and woven by hand. In
that sense, she was a master of transferring the philosophy and
the technique of craft into mass production. Her obvious devotion
and attention to detail led Florence Knoll to invite Albers in 1951 to
collaborate with the Knoll Textiles Department, a collaboration that
continued 30 years.

However, her deep connection to art and her longing to create
wereinstincts she could notignore. While she was capable of weaving
elegant repeating patterns for interior textiles such as upholstery
and drapery, her “Pictorial Weavings" satisfied the fine artist in her
and gave her the medium with which to express herself artistically.
These pieces, typically woven in figure-ground style compositions
meant to hang on a wall, represent the liberties Albers took with the
traditional methods of weaving. They are abstractions and employ
a form of tapestry technique in which yarns are integrated (usually
by hand) within a woven structure in order to produce an image,
and in these particular pieces, a composition of finite area, similar
in concept to a painting.

The malleability of Albers’ approach and technique afforded
her the freedom to apply a design process particular to each
piece. (It should be noted that while | am, for the purposes of this
article, looking solely at Albers as a weaver, she has a vast body of
graphic work and academic exploration that is well worth further
investigation to more fully understand the rich complexity of her
design thinking and application.) Her designs would often bridge
applied arts, with a more crafted approach, and fine arts, with a
purpose suited to a display of a singular piece to be appreciated
as an entity unto itself. This particular process is notable in Ark
Panels, a piece conceived when Albers was commissioned by
Temple Emanu-el in Dallas to design panels for the ark. The



Gabriel Dawe's Plexus Al exhibit at the Smithsonian's Renwick Gallery in Washington, DC. / Photo: Brendan Smialowski/ AFF/ Getty Images

original suggestion was the hung drapes, a traditional method
of covering the opening to the ark, be designed and woven.
Instead, Albers suggested that the fabric wrap eight wood panels,
resulting in fewer yards of custom textile to be woven. Wrapping
the panels also provided the woven fabric pieces a stability that
allowed them to transcend the nature of their physical properties
and to truly become architectural elements interacting with their
architectural spaces.

The result is a series of gold, green, and deep blue bands
running vertically along each panel. The repeat is the same in each
band, but the pattern set point begins at a different spot for each
panel, allowing for a stepped pattern of blues and golds, evocative
of the Howard Meyer, FAIA, brick design lining the walls of the
sanctuary. The decision to use the existing architecture as the
launch point carries great significance for this work, with symbolic
weight manifest in the design of the panels themselves as religious
objects, and as the function of craft, and weaving, to allegorically
transmute the physical presence of the building and its spiritual
meaning into the textile.

Albers spent much time and many words trying to parse out the
differences between art and craft, and how weaving related to both.
Her beautiful designs for mass-production yardage could on the
one hand point to a designer who was well aware of the necessity of
craft, but who could also implicate design and art in the execution
of the craft. Her pictorial weavings are a testament to an artist so
skilled as to transcend the boundaries of art and craft, and who
repurposed a technique for an outcome of her own. In the end,
Albers defined the process of weaving for herself as the “closest to
architecture because it is a building up out of a single element, to
building a whole out of single elements.”

GABRIEL DAWE, ARTIST

While Anni Albers transcended weaving into a painting, Gabriel
Dawe has been creating three-dimensional sculptures using
material and a process wholly similar to that of weaving. Dawe,
a Mexican-born artist who lives and works in Dallas, is formally
trained in graphic design and studio art. With that, he has
transitioned from strong graphic compositions into captivating
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and large-scale sculptural threaded installations. You're very
likely to have encountered Dawe's work; his Plexus no. 34
was on display in August and September at the Amon Carter
Museum of American Art in Fort Worth. His work is immediately
recognizable: You think you're looking at a suspended prism of
light, a rainbow of colors hanging in space. The colors taper or
expand, depending on the design of their attachments, but what
are you seeing? How are these prisms constructed?

Dawe developed a proprietary technique of winding
multicolored threads that encompass the entire spectrum
onto attachment hardware by using a tool he designed. "Yeah,
I'm not saying,” he laughs when asked what the tool looks like.
It has gone through a few iterations as his installation process
has evolved, but it is the lifeblood of how his work is crafted
and installed.

Although his work is inspired by the embroidery his
grandmother taught his sister, Dawe uses a process similar
to setting up a loom. In a very mechanical sense, threads are
wound onto hooks or nails between two points, establishing a
tension that holds them in place. The process of winding the
threads back and forth between the attachments yields the final
form. Just as Anni Albers maintained a philosophy of allowing
her threads to tell her what form they would take, so does
Gabriel Dawe give voice to both his materials and the space they
will occupy — at his direction.

“To me, it's always about the dialogue between what the work
is and the space and what the space is asking of me,” he says.

The installations are always connections to light within the
space, Dawe explains. Whether working with a skylight or awindow,
the full spectrum is considered, if not utilized. When conceiving a
piece, Dawe pays attention to the dialogue between the potential

20 COLUMNS // aiadallas.org

work and the space, and what the space is asking of him. He must
consider not just the envisioned form, but the realities of the space
and logistical limitations — where can he attach his structures, if
ducts are there or mechanical considerations, as examples. In this
sense, the space shapes the design of the piece.

When asked if he considers himself an artist or a craftsperson,
he says, "l would say an artist. | think the distinctions between the
two are being erased or blurred, but | don't think it's mattering
that much anymore.”

We often think of craft as being tectonic, with afinal result borne
out of a process of building and using tactile and dimensional raw
materials to form something new. The process and its execution
are central to the existential definition of a specific craft: Weaving
is weaving because of the weaving process. But even through the
exercise of craft, the artist can emerge. This is the human touch
that each piece evokes and that forms a connection for the viewer.

During one weaving class taught by renowned tapestry weaver
Helena Hernmarck, | expressed dismay at a small error in my
weaving. While the error was not catastrophic, it was noticeable
and would require me to undo a few hours of work and then
reweave — something not foreign to a weaver, but not something
in which to delight. When | brought this to Helena's attention, she
told me that such a mistake illustrates the hand of the weaver. We
don’t want to eliminate the presence of the human — such marks
give the weaving life and bring the weaver's hand into focus, in
turn creating a connection between the craftsperson and the
viewer. This connection is art.

Kate Aoki, AlA, is an associate at DSGN and an adjunct assistant
professor at the University of Texas at Arlington College of
Architecture, Planning, and Public Affairs.






