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Art for Life's Sake: The Handicraft 

Guild of Minneapolis 

Marcia G. Anderson 

M INNESOTA OWES MUCH OF ITS REPUTATION AS AN 
active center of the international Arts and Crafts movement 
to one small but energetic organization: The Handicraft 
Guild of Minneapolis. Active between 1904 and 1918, the 
guild shared many of the social and aesthetic goals of arts 
and crafts organizations worldwide. It championed the dis
tinctive properties of materials, the ski11 of individual crafts
men, and the satisfaction to be found in making and using 
unique, handmade objects. The guild understood its work 
to be an alternative to mass-produced and often indiffer
ently crafted factory products and the repetitive labor re
quired to produce them. In Minnesota, however, these 
broad arts and crafts ideals assumed a distinctive local in
flection. 

The Handicraft Guild was founded, led, and to a large 
extent was staffed by diversely talented and highly moti
vated women. For some of them-notably those who had 
been trained as painters, sculptors, or art educators before 
joining-arts and crafts work offered a way around the tra
ditional gendering of "fine art" as male, "craft" as female. 
Perhaps even more importantly, the guild offered a means 
of publicly asserting and disseminating certain social val
ues. The Arts and Crafts movement had cultivated personal 
attributes such as patience, self-knowledge, and coopera
tion among its adherents. In Minneapolis such values as
sumed primary importance, however, colored further by 
the region's populist commitment. As arts and crafts work
ers, and specifically as guild members, Minnesota women 
quietly offered an alternative to a cost-centered, success-

oriented, male-dominated society by spreading a different 
value system. The singular lasting accomplishment of the 
Handicraft Guild was to permanently institutionalize these 
ideals into the region. Through the design and construction 
of useful objects, one would learn not only technical skills, 
but aesthetic discrimination, personal self-discipline, and 
ultimately a sense of one's own value within a harmonious 
social community. 

The Arts and Crafts movement began in England in 
the mid-nineteenth century. In analyzing the process and 
product of the Industrial Revolution in England, John Rus
kin, William Morris, Thomas Carlyle, Augustus W. N. 
Pugin, and others concluded that inferior quality machine
made goods had diminished the beauty in everyday life. 
They decried inappropriate use of materials, ineffective de
sign, and poor construction of industrial products, as well 
as the tedium of factory labor. As a model for an alterna
tive, more humane system of production, these writers 
looked to the crafts guilds that had built the Gothic cathe
drals of medieval Europe. Each guild, a professional orga
nization representing a particular craft, not only trained 
apprentices but set and maintained standards for work and 
wages, provided a vehicle for social interaction, and some
times supported members unable to work. 

Among the first to put arts and crafts principles into 
practice was C. R. Ashbee, who founded his Londo~ 
School and Guild of Handicraft in 1887 and 1888. HIS 

guild, a communal society made up primarily of male art
ists directed by a single, recognized leader, served as a 
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1915-16 Handicraft Guild of Minneapolis session booklet cover. 
Minnesota Historical Society Collections. Photograph b)' Gary 
Mortensen and Robert F'ogt. 

model for many later arts and crafts organizations. In East 
London in 1888 he identified the guild's two chief goals: 
"[to] establish a standard in craftsmanship ... (and an] 
education in the crafts. " 1 A local economic depression cou
pled with disputes among the artists-difficulties which 
were to plague subsequent arts and crafts groups as well
led to the guild's failure in 1908, although some members 
continued to work and teach after that time. 

In contrast to most English arts and crafts organizations, 
which emphasized social concerns, the group active at the 
Glasgow School of Art in Scotland, under the leadership 
of the architect Charles Rennie Mackintosh, concentrated 
on design reform. Combining the formal language of the 
art nouveau style with arts and crafts ideals, the Glasgow 
style proved more influential on the continent and in 
America than in England. In Austria it was admired by 
the founders of the Wiener Werkstiitte (loosely, "Viennese 
Workshops"), Josef Hoffman and Koloman Moser, who 
had, in turn, also profited from their visits to Ashbee's 
Guild. 

In 1897, a year after the death of the Arts and Crafts 
~ovement's chief proponent, William Morris, Boston's So
Ciety of Arts and Crafts was founded. That same year it 
:ged its first arts and crafts exhibition, an event considered 
. e first institutionalized presentation of arts and crafts ob
Jects in this country. Other US. cities with crafts organiza-

tions developed quickly from that point on. American arts 
and crafts associations varied greatly from city to city> how
ever; some were affiliated with fine arts or academic institu
tions, ' such as the school of the Art Institute of Chicago, 
The Chicago Arts and Crafts Society, and The Detroit 
Society Arts and Crafts. 2 Others had no institutional affili
ation but were inspired by a local hand craft tradition, such 
as the Society of Blue and White Needlework of Deerfield, 
Massachusetts and the Hull-House settlement in Chicago. 
In some cases, individuals provided the focus for an arts 
and crafts association, a workshop, or studio serving as a 
community center for fellow artists and a marketplace for 
arts and crafts objects. 3 Certain programs centered on one 
craft medium, art pottery being the most common. Others, 
the Handicraft Guild of Minneapolis among them, repre
sented a variety of aesthetic and social concerns that 
stretched well beyond any particular product or skill. 4 

The American public was introduced to principles of 
the Arts and Crafts movement through these societies and 
associations, whose mission was spread by local news
papers, existing arts organizations, and specialized periodi
cals (e.g. , House Beautiful, The Ladies Home Journal, The 
International Studio, Arts and Decoration, Keramic Stu
dio, and The Craftsman ). These publications printed exhi
bition reviews, statements of new design philosophy, and 
suggestions for home decoration. They advertised lecture 
tours and announced curricula offered by guilds and 
schools. It was through these pages that the ideals of the 
American Arts and Crafts movement became familiar to 
Americans. 

With no medieval craft tradition , no examples of Ro
manesque or Gothic building, and only a fledgling group 
of civic museums to visit, proponents of the Arts and Crafts 
movement in America created a unique identity for them
selves and developed a style drawing on their respective 
regional building traditions as well as the technical and 
functional requirements of objects. The movement in the 
East came closest to following the medieval models and 
romantic ideals of William Mor.ris, while in the Far West 
interest focused on the Spanish, Mexican, and Indian heri
tage of the region. In the wide expanse between the coasts, 
craftsmen and art educators did not turn to indigenous cul
tures of the region for inspiration. In articulating the design 
ideals of a new society, they turned to function as a raison 
d'etre, often utilizing Japanese precedent as a stylistic foun
dation. 

Perhaps because Americans did not embrace a common 
past, American theorists were also less concerned with his
torical precedent than their European counterparts. With 
a pragmatism characteristic of the New World population, 
discussions focused on the appropriate social function of 
craft training and product and object use. Leaving religious 
principles of European medievalism aside, the American 
movement's ideal of social responsibility and improvement 
was seen to be integrated in craft technique itself, the goals 
of discipline, patience, and cooperation into technical skill. 
In the June 1902 issue of House Beaut{ul, Gardner C . 
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Handicraft Guild building, 89 South lOth Street, Minneapolis, 
about 1909. Minneso.ta Historical Society. Photograph by Elgin 
R. Shepard, Minneapolis. 

Teall summed up contemporary attitudes. He proposed a 
list of "essential" books for the library of every craftsperson, 
because "technical literature is what we have to take the 
place of the medieval system of apprenticeship" in 
America. 5 

The ideals of the Arts and Crafts movement clashed 
with modern economic theory most dramatically over the 
appropriate use of machines. English arts and crafts follow
ers were categorically opposed to the employment of ma
chines for any craft production. The more practical, 
modernist Americans were not as averse. The range of 
views over machine use, however, reflected a fufl spectrum 
of opinions regarding identity and labor. A 1902 debate 
between Oscar Lovell Triggs, a writer and member of Chi
cago's Industrial Art League, and the Minnesota-born 
Thorstein Veblen, a prominent economist and author of 
The Theory of the Leisure Class, presented the polar atti
tudes of the time6. 

While Triggs believed in the use of machinery in .crafts 
production, he was most concerned with camaraderie 
among craftsworkers and the spirit of self-determination 
in the workplace. Veblen , on the other hand, disdainfully 

referred to these attitudes, as represented in Britain's Arts 
and Crafts movement, as "sentimental," an archaic off
shoot of nineteenth-century romanticism. Medieval guilds 
and past societies, he said, offered no solutions to the prob
lems of a twentieth-century democracy. The movement 
had no hope of success because it denied the machine 
process which he believed was integral to the development 
of a modern culture. To abandon the machine process, he 
insisted, was to abandon all hope of commercial viability; 
hand-crafted objects were simply too costly for general con
sumption. Incorporating the professed arts and crafts goals 
of beauty in "honest" work and products for "everyman," 
Veblen proposed an association of art and labor aimed at 
a larger output of low-cost, standardized goods. Functional 
goods with a beauty of line and color, he wrote, could 
be achieved "in fuller measure through the technological 
expedients of which the machine process disposes. "7 

The attitude of American arts and crafts associations re
garding the use of machines in craft production varied 
widely. At nearly opposite poles were two of the country's 
best-known organizations, Elbert Hubbard's Roycrofters 
and Byrdcliffe, led by Ralph Whitehead. Both were located 
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in New York state. The Roycrofters, in East Aurora, was a 
group founded on Hubbard's dream of creating an Ameri
can counterpart to William Morris's Kelmscott Press, but 
it quickly expanded to include cabinetry, metalwork, and 
other crafts. As early as 1909, the Roycrofters's small metal 
pieces (items such as letter openers, vases, stamp boxes, 
and trays) were avai1able around the country in shops and 
by mail. Hubbard's community of cottages served as both 
school and factory and he maintained economic and social 
control until his death in 1915. The Roycroft shops were 
a commercial success, making arts and crafts objects 
widely available. 

Sustained mainly through Whitehead's independent 
wealth and commitment to the Arts and Crafts movement, 
Byrdcliffe, located in Woodstock, New York, flourished be
tween 1902 and 1915. Byrdcliffe's furniture did not sell 
well, however. lt was both bulky in design and the labor 
required to produce its characteristic decorative detail made 
it expensive. As a center for the exchange of ideas, however, 
Byrdcliffe was extraordinarily successful. With his connec
tions to artists and arts organizations in both the United 
States and Great Britain, Whitehead was able to attract 
a steady stream of visitors, lecturers, and aspiring artists, 
generating an atmosphere of informal interaction that still 
exists among the many artist communities in the Wood
stock area. 

THE TWIN CITIES' ART COMMUNiTY AND 
THE ORIGINS OF THE HANDICRAFT GUlLD 

In contrast to the Roycrofters or Byrdcliffe, the Arts and 
Crafts movement in Minnesota had neither a single dy
namic personality nor a personal fortune at its center. In
stead, its arts and crafts organizations, those preceding and 
including the Handicraft Guild of Minneapolis1 were well 
integrated into an active metropolitan arts community from 
which each drew support and membership. When the 
Handicraft Guild was formed in 1904, it adopted a pragma
tism and a populism characteristic of the region as it simul
taneously addressed three broad areas of concern in the arts 
community. First was the need for art education and formal 
craft training, which had been expressed in Minnesota as 
early as the 1860s, but by 1904 had been only partially 
addressed in the local schools. At the same time, artists 
and craftspeople, as well as students, were in need of studio 
and workshop space and opportunities for the exhibition 
and sale of work. Finally, there was a less tangible need, 
seen most clearly by the guild's female leaders, to publicly 
assert a set of values that challenged modern industrial 
society's goals of economy, efficiency, and speed. The 
guild's history is largely a record of how these multiple 
needs were interrelated within the framework of a single in
stitution. s 

If the Twin Cities arts community had a geographical 
center at the turn of the century, it was the studio spaces 
in the "Old Bandbox" building at 719 Hennepin Avenue. 

Bandbox studio rooms. Minneapolis Journal; Womenkind, 27 
April 1901. 

Because many of the artists who maintained studios there 
also were teachers or members or leaders of various local 
arts organizations, the building facilitated a spirited ex
change of ideas within these groups. Among its prominent 
tenants, for example, was Robert Koehler, who had moved 
to Minneapolis as the new director of the Minneapolis 
School of Fine Arts in 1892 and who had founded the Art 
League in 1897. 9 Following Koehler's arrival, Burt Har
wood, an instructor at the same school and studio tenant 
in the ''bandbox," served tea from a Russian samovar on a 
regular basis, providing an occasion for local artists to 
gather informally at the end of each week. The Russian tea 
tradition survived into the early 1900s under the auspices of 
two other studio occupants, Elisabeth A. Chant and Marga
rethe E. Heisser, both of whom were early and active mem
bers of the city's local Arts and Crafts Society. At an 
October 1899 opening reception for an exhibition of their 
own work, tea was served in rooms adjoining Chant and 
Heisser's studio, namely those of the Art League. In No
vember of that year, still within the same building, the Arts 
and Crafts Society of Minneapolis met to plan the coming 
year's work. 10 The building, therefore, functioned as an 
informal "clearing house" for arts information, where those 
concerned with the community's need for craft instruction 
as well as professional studio and exhibition space could 
gather, providing a forum for the discussion of contempo
rary social and aesthetic issues at the same time. 

When Koehler took over his post as director of the Min
neapolis School of Fine Arts in 1893, the school offered 
classes in "industrial art," which included instruction in 
the theory of handicraft, but with little accompanying 
workshop experience. St. Paul, too, felt the pressure to 
provide more applied arts training for public school teach
ers and members of the community. In 1895, St. Paul's 
school board had expanded course offe!ings in manual 
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training and separated those courses from the core curricu
lum. The board also created the new, co-educational Me
chanic Arts l-ligh School, which offered four-year courses 
emphasizing art, craft, shop, drawing, and domestic sci
ence. 11 By the turn of the century, however, it was at
tracting more students than could be comfortably 
accommodated in existing studio and workshop facilities. 

It is evident that the pressure for more applied arts train
ing was not solely a Twin Cities phenomenon. State-wide 
support for the movement led to the formation of the Min
nesota State Art Society in 1903. The society sought "to 
advance the interest of fine arts, to develop the influence 
of art in education, and to foster the introduction of art 
in manufacture. " Minnesota was recognized around the 
country for its innovation in promoting a state-wide art 
program. IZ The demolition of the "Bandbox" studios in 
1903 left the downtown Minneapolis art community in 
need not only of individual studio space, but of a center, 
a place for both formal and informal meetings. At the same 
time, the demand for applied art courses was growing. A 
popular course in decorative design was begun in 1899 at 
the Minneapolis School for Fine Arts. By the early twen
tieth century, the more specific studio needs of the school 
had become acute as well. 13 

In the 1890s, as local schools were strugg]ing to meet a 
growing demand for art and craft training, a series of small 
associations were addressing the different, if related aes
thetic and social interests of local women. The Chalk and 
Chisel Club-the name reflects its formation as a merger 
of woodcarvers and designers- began humbly with a hand
written note dated 5 January 1895. In the note, Gertrude 
J. Leonard invited Nellie Trufant to a meeting at Leonard's 
home "to consider the formation of a club of ladies for 
study in wood-carving and design. "14 Membership grew to 
between twelve and fifteen women. The articles of the 
club's constitution reflected arts and crafts ideals of mutual 
support, education, and the exhibition of hand-crafted ob
jects. There were monthly meetings and an annual Novem
ber exhibition, in which all members were expected to 
participate. Some of their programs were quite ambitious. 
An early handwritten agenda for one year of monthly meet
ings, for example, lists the art, architecture, and design of 
France, Italy and England as topics. The 1895-96 agenda 
featured programs on historic furniture-Gothic; Mo
resque; the Renaissance in Italy, Germany, France, and 
the Netherlands; and Louis XVI, Empire, Tudor, Stuart, 
Sheraton and Colonial styles. Meetings in 1897-98 focused 
on flower varieties as themes, with the lecturer discussing 
the use of particular flowers in ornament and decorative 
design. 15 

In November 1898, the Chalk and Chisel Club spon
sored Minnesota's first exhibition of arts and crafts. The 
results were unexpectedly gratifying. Of the eighty-two ex
hibitors, thirty were Minnesotans. Two members exhibited 
in the cabinet work and wood carving section: Gertrude 
Leonard (writing desk, stand, tabouret) and Mary Helmick 
(colonial mirror, jewel casket). Elizabeth (Mrs. F. G. ) Hoi-

brook, Adeline T. Gates, Mary Moulton Cheney, and 
Hope McDonald had entries in designs and book decora
tion, metal, glass and casts. The quality and geographic 
distribution of work in the exhibition attests to the standards 
Chalk and C hisel Club members set for themselves from 
the beginning. Exhibitors included Otto Zah11 of Memphis 
(bookbinding and leather work), Arthur G . Grinell of Bed
ford~ Massachusetts (cabinet work and wood carving), Sam
uel Bridge Dean of Boston (ceramics), the Rockwood 
Pottery Co., Charles Volkmar (ceramics), Grueby Faience 
Co. and Dedham Pottery, Eleanor Klapp of Chicago (jew
elry), and The Deerfield Society of Blue and White Nee
dlework (embroideries and textiles). 16 

The growing community interest in the applied arts led 
Chalk and Chisel Club members to revise their by-Jaws 
and reorganize under the name of Arts and Crafts Society 
of Minneapolis in 1899. 17 The principal objective of this 
new organization was "to encourage the production of artis
tic handicraft, to establish mutual and helpful relations 
between designer and craftsman, and to stimulate the ap
preciation of harmony and fitness in design. "18 At this point 
the society began to admit associate members who were 
not designers or craftspeople. This is the first evidence of 
the pragmatic, populist principles that would shape the Arts 
and Crafts movement's development in Minnesota, distin
guishing it from others in the United States. The newly 
named society, which continued to be comprised solely of 
women, chose to study manuscripts, printing, and book
binding at its first meetings, with special focus on recent 

.developments in bookmaking in America . 19 

In the fall of 1904, eleven local women, many of whom 
were members of the Arts and Crafts Society of Minneapo
lis, founded the Handicraft Guild of Minneapolis. Begin
ning with the Chalk and Chisel Club, formal arts and crafts 
organizations had been active in the city for about nine 
years, which is the basis for Minnesota's claim of having 

Chest by Mary A. Helmick. The International Studio, vol. 28, 
1906. 
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1900 Minneapolis Arts & Crafts Show. Brush and Pencil, vol. 
6, June 1900. 

the oldest arts and crafts society in the nation. Grace Mar
garet Kiess served as president until the newest organization 
was formally incorporated in March 1905. An announce
ment in The C raftsman for May 1905 described the motiva
ting factors: 

The [Handicraft] Guild came into existence last fall to meet 
a pressing need for craft classes especially suited to require
ments for training teachers of the public schools in handi
crafts. There was also a recognized want of such training by 
others and there was no salesroom for artistic craft projects 
nor any means of bringing the work of the local craftsmen .to 
the notice of the buying public. The project of a salesroom 
in which a stock of articles could be kept and orders taken was 
heartily approved and furthered by the local Arts and Crafts 
Society, which is one of the oldest and most successful in the 
United States. 20 

Put simply, the guild integrated the resources of the Arts 
and Crafts Society of Minneapolis with the needs of the 
arts education community. 

T he subject of the position of women in craft production 
Was not addressed explicitly in statements issued by the 
Chalk and Chisel Club, nor by any of the various Minne
sota arts and crafts groups. It is clear, however, that the 
movement's focus on the individual worker's needs for so
cial interaction, recognition, and a sense of personal ac
complishment, in addition to wages and security, spoke to 
\Vomen in an unusually forceful way. The history of the 

Handicraft Guild suggests that it functioned differently 
from most business or educational institutions run by men 
at the time in ways that might justifiably be designated as 
feminist. Rather than a clear-cut administrative hierarchy 
which pursued fixed institutional goals, for example, the 
guild more closely resembled a network of individuals 
whose interests-in crafts, education, and personal devel
opment-stretched out into the community in many differ
ent directions, merging to produce thoughtfully designed 
and constructed objects and programs. The organization 
itself was dynamic, constantly adapting to the changing 
interests and needs of a larger community, even to the 
point of surrendering its independent identity altogether, 
in 1918, to become part of the University of Minnesota. 

The founders and most active guild members were pro
fessional women- artists, educators, entrepreneurs. The 
majority of those with ~e longest and most distinguished 
records apparently resolved the conflict between marriage 
and career by not marrying at all; some who did marry 
discontinued their active participation in the guild at that 
point. No member, however, defined her career primarily 
in terms of the guild. The staff consisted of trained and 
experienced artists and teachers who simultaneously held 
positions in other, usually educational institutions, or oper
ated their own small businesses. The guild, in short, pro
vided established professionals with an opportunity to 
expand and extend their work in new directions, to experi-
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ence economic independence, to find camaraderie and 
mutual support, to excl-tange ideas with other artisans, and 
to experience personal and artistic growth. As such it at
tracted participants at various stages of different careers and 
served their needs in a wide range of ways. 21 

Emma Roberts, for example, the guild's founder and its 
president between 1906 and 1917, was a teacher in the 
Minneapolis public school system where she supervised 
drawing and art appreciation for twenty-four years. She was 
primarily concerned with the introduction of an aesthetic 
dimension into everyday life and saw the products of the 
arts and crafts movement as a way to achieve this goal. She 
both taught and wrote textbooks. In her guild work she 
pursued the same goals, although largely among older, 
more advanced students, many of whom planned to be
come or already were teachers. 

Mary Moulton Cheney, whose educational philosophy 
closely paralleled that of Roberts, was prominent in the 
Arts and Crafts movement in Minnesota well before the 
guild was founded. She was a graphic designer of national 
reputation, a teacher-and later director-at the Minne
apolis School of Fine Arts, and the proprietor/partner in a 
business specializing in craft work. The volume and diver
sity of Cheney's activity in design, sales, exhibition, teach
ing, and administration made her a key figure in the 
formation of the arts community in the Twin Cities metro
politan area. 

The guild offered transitional artistic and occJr,~· onal 
opportunities to its members. To its president from 905 
to 1906, the interior designer Mary Linton Bookwalter, e 
guild provided an early glimpse into the entrepreneurial 
possibilities of design work. Bookwalter later moved to New 
York City, where she was instrumental in the design, fi
nancing, and construction of important early apartment 
cooperatives. Already well known as an artist and china 
painter before coming to the guild as a student, Henrietta 
Barclay Paist moved from a fairly conservative, realist style 
of painting to a flattened , patterned, "modern" one in the 
course of her studies and work. Gladys Pattee adapted her 
guild training not only to innovative teaching methods at 
the public school level, but eventually-in the wake of 
World War I-to the development of a new occupational 
therapy program. 

THE GUILD HOUSE 

The guild was housed initially on the fourth floor of the 
Dayton Building at 710 Nicollet Avenue and functioned 
primarily as a permanent exhibition and showroom for 
handmade items by craftspeople from around the United 
States. Limited courses were offered in clay modeling, 
leather work, and Irish embroidery. By December 1904 
there was already a growing demand for more courses, ana 
it became clear that additional space had to be sought else
where. A lease was acquired for a large residence at 926 
2nd Avenue. By March l9Q5 the guild had moved in and 

Handicraft Guild auditorium, lOth Street and Marquette Ave· 
nue, about 1910. Photograph courtesy of the Minnesota Histori· 
cal Society. 

a pottery class was in session as remodeling was still under· 
way. Exhibition and lecture rooms were at the front of the 
building; rear rooms were used for clay and metal work. 
Studios for artists and craftsworkers were located on the 
second and third Aoors. 22 

In July 1905 the guild was less than a year old, but its 
directors announced that they would begin work to acquire 
yet another new facility. In February 1906, the office!Sl 
announced the selection of a site and plans to build a per 
manent home for the guild. Minneapolis philanthropis 
Joseph R. Kingman provided the capital for the constntc· 
tion of the building. A local architect of national reputa· 
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tion, William Channing Whitney, agreed to design the 
multifunction facility. By November 1907 a jubilant group 
of officers and staff moved into the guild's new home at 89 
S. lOth Street, wh ich was equipped to meet the needs not 
only of the guild, but those of others in the art community, 
local craftsworkers, educators, shopkeepers, and charitable 
groups as well. 23 

The three-story brick and stone Georgian revival struc
ture at 89 S. 1Oth Street offered precisely what the Minne
apolis art community had sought for more than a decade. 
The large auditorium could accommodate lectures, general 
assemblies, exhibitions, and concerts. The long sales/ 
display room featured a fireplace decorated with guild tiles. 
There was a luncheon and tea room, a book shop, work 
shops, classrooms, stock rooms for supplies, and studios for 
craftsworkers, designers, and painters, as well as shops and 
offices for interior designers. Writing in 1908, Elisabeth 
Chant expressed her surprise and admiration at what the 
guild had accomplished in a short time. It had demon
strated how "art applied to everyday uses can really be made 
to pay; that even here, in a Western city, a corporation 
built on lines that demand the cultivated tastes of the public 
for its support has flourished and grown important; and 
that without large capital or financial backing it has proved 
successful in a business as well as an artistic way." At long 
last guild founders were able to implement their founding 
goals in this new facility which included an attractive sales 
area "for the advancement of industrial art interests (and] to 
furn ish complete training for students desirous of becoming 
Craftsmen, Designers, and Teachers. "24 

Among the special facilities in the new building was a 
pottery studio. Judson T. Webb, a pottery instructor at the 
Chicago Art Institute School, was first engaged to come to 
Minneapolis in April 1905 and supervise the installation of 

~icraft Guild sales area. Construction Details, Ausust 1914, 
· Photograph courtesy of the Minnesota Historical Society. 

Elizabeth Augusta Chant (1865-1947) in her studio at the 
Handicraft Guild, about 1908. Collection of Sherron R. Biddle, 
Boiling Springs, Penn. Photograph courtesy of St.John's Museum 
of Art, Wilmington, N.C. 

potters' wheels similar to those used in Chicago. Due to 
the expense of professional power wheels, both the Minne
apolis and Chicago schools initially used wheels powered 
by sewing machine treadles. Two kilns were installed, a 
small one for biscuit ware (the initial firing prior to glazing) 
and a larger one for firing glazed pieces. The guild's deci
sion to use local Red Wing clay for its pottery production 
was likely reached in consultation with Webb who was a 
proponent of the use of American clays. 25 

The guild house itself may have articulated arts and 
crafts principles as eloquently as any of the organization's 
members. Beamed ceilings, dark rafters, and wainscoting 
details combined with warm brown wall and yellow ceiling 
tones to produce a subtle, welcoming atmosphere that pro
moted the exchange of ideas_ The floor plan relegated noisy 
shop areas to the back of the building. The building quickly 
became a center for artists, craftspeople, and students across 
the metropolitan area. The Woman's Club of Minneapolis 
held its weekly meetings there; visiting artists spoke and 
exhibited their work in the guild auditorium and galleries; 
specialists were invited to lecture on topics related to the 
guild's coursework. In January 1910 May Morris, daughter 
of William Morris (British founder of the Arts and Crafts 
movement), was a featured speaker at the guild during her 
exhibition tour of the United States. 26 

The guild facility also offered studio space to artists, 
designers, and craftspeople working in various media, fur
ther strengthening its relationship to the art community. 
Over the years those spaces were occupied by Elizabeth 
Norris, Susan Christian, bookbinders Winifred Cole and 
Edith Griffith, leatherworkers Nelbett Murphy and Marga
ret Sheardown, photographers Margaret Sheridan and Cer-
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trude E. Mann, rare book dealer Edmund D . Brooks, the 
decorating studio of Gustav F. Weber, portraitist Hildur 
Peterson-Frey, jeweler Ida Pell Conklin, and painter Elisa
beth Chant. The last Saturday of the month served as a 
day to informally visit studios and join a gathering in the 
guild tea room. More than fifty years later, the guild build
ing remained a center of activity for local craftsworkers. 
Commercial artiSts: a violin maker, fashion designers, and 
cabinetmakers had successful showrooms and workshops in 
the guild building as late as 1973. They were drawn there, 
as fashion designer Agnes Reed said, because it felt like 
home. 27 

Ernest Batchelder. Photograph courtesy of Robert Winter and Al
lan Bachelder. 

THE PROGRAM 

In keeping with the broad ideals of the arts and crafts 
movement, the guild fostered an appreciation for fine mate
rials, a respect for skilled work, and for cooperative effort 
of its members. In translating these ideals, first articulated 
in Europe, to the practical, socially liberal young American 
city of Minneapolis, emphasis shifted from the training 
of individual artists to the training of teachers who could 
disseminate the ideas as broadly as possible. 

Because the guild initially functioned as an extension or 
supplement to existing educational programs, a summer 
school represented its first programmatic focus. To dire.ct 
its first Summer School of Design Applied to Cra[ts, held 
in the summer of 1905, the guild hired Ernest A. Bat
chelder of T hroop Polytechnic Institute, Pasadena, Califor
nia (now Caltech). Batchelder believed in a universality of 

good design that could be fostered by craftsworkers, not 
theorists, who would then teach the applied arts. He rec
ommended the analysis of exemplary objects as a way of 
understanding the need for order, for clear and coherent 
exf>ression, and for the effective functioning of a work. 
Batchelder felt that the true strength of design could be 
found in the structural relationship of its various elements. 
One of his simplest statement~ spoke most eloquently of his 
perspective on the goals of a true craftsman. 'We try for 
order and hope for beauty. "28 

Batchelder presented four aims for the summer school 
program: "1. To stimulate the imagination. 2. To impart 
sufficient technical skill to develop the limitations and pos
sibilities ofleather, metal and clay as means of expression. 
3. To induce pupils to think in terms of lines, areas and 
tones. 4. To lead the individual expression of an idea in 
accordance with sound principles. "29 The first summer 
school session drew eighty students and much favorable 
comment. Batchelder agreed to return for the summer of 
1906 before leav-ing to study at industria I art and technical 
schools in England and Europe. 36 After the first successful 
summer program, the guild added two faculty members to 
its staff in the fall of 1906. Barry S. Michie, a 1902 design 
graduate of Pratt Institute in Brooklyn, who also spent a 
year at the Camberwell School of Arts and Crafts in Lon
don, joined the faculty as a metalwork specialist. Ida Pell 
Conklin, a 1906 Pratt graduate in jewelry and metal-chas
ing, began a long affiliation with the guild as jewelry in
structor. 31 In December of the same year, the guild 
participated in the "Fifth Annual Exhibition of Original 
Designs for Decorations and Examples of Art Crafts Having 
Distinct Artistic Merit" at the Art Institute of Chicago. 
Guild students and faculty went on in the years ahead to 
show their work regularly in Chicago, Boston, Detroit, 
New York, Los Angeles, Kansas City, Philadelphia, and 
Fargo, North Dakota, as well as throughout Minnesota. 
Handicraft Guild work was shown in 1907 exhibitions orga
nized by the Brooklyn Handicrafters, the New York Kera
mic Arts group, and the Eastern & Western Drawing & 
Manual Training Teachers' Associations meeting in 
Cleveland. 

Despite poor health in the previous year, Batchelder re
turned to direct the summer school program in 1907. 
There were ninety-eight students registered for the course, 
half of whom came from outside the Twin Cities, including 
some from as far away as Oregon, Ohio, and Missouri. 
Determined efforts were made to encourage a broad-based 
student body. The guild advertised its program regularly in 
such publications as The Craftsman, International Studio, 
and School Education, and the summer school brochure 
offered addresses of boarding facilities in Minneapolis. 
Many of the students were established professionals, already 
engaged in teaching, designing, or crafts production, who 
sought to improve their skills and knowledge under the 
stimulating curriculum designed by Batchelder and the 
other well-known instructors. 32 Classes at the guild in 1907 
included metalwork, jewelry, leather, pottery, book-bind-
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Metalwork executed by the Handicraft Guild. The International 
Studio, vol. 28, 1906. 

ing, woodworking, wood carving, wood-block printing, and 
a special course in watercolor painting. The guild also ad
vertised facilities for the firing and glazing of pottery and 
sold modeling tools, clay and leather tools, and "whole 
skins."33 

Batchelder returned to direct the summer school of 
1908, and in December of that year it was announced that 
he would also return in February 1909 for his first tenure 
as director of design for the winter term. He remained in 
Minneapolis for the 1909 summer school session as well . 
Batchelder's fame as an authority on design and composi
tion had grown considerably by this point. He had served 
as director of the art department at Throop, as president of 
~e Pacific Manual Train ing Association, and as a design 
tnstructor at the Harvard summer school. His regular con
tributions in The Craftsman and his book, Principles of 
Design, were read and debated across America. When, at 
the conclusion of the 1909 courses, he ended his formal 
?ssociation , the gu ild lost an important asset as well as the 
tnspiration of a fi ne theorist, artist, and designer. 34 

With the summer school course of 1910, the guild en
~red a new phase under the directorship of Maurice Irwin 

lagg of Boston, the second of the three most influential 
Personalities to direct the Guild's educational efforts. At 
this time the guild building and its various programs contin
~d to be managed by its corporate officers: Emma Roberts, 

orence D. Willets, and Florence Wales. In September 
1910, the normal art department was added to the curricu
lum to "train students to fill positions as teachers in public 

or private schools, and give them a knowledge of handicraft 
which may lead to professions." By 1912 the gu ild was 
advertising its expanded programs as the "School of Design, 
Handicraft, and Normal Art," with diplomas awarded at 
the completion of the two-year course. New courses also 
were offered in other subjects, including stained glass, inte
rior decoration, art in advertising, costume design, and il
lustration . 35 In 1912 Maurice Irwin Flagg also accepted the 
part-time position of director of the Minnesota State Art 
Society. Flagg's work at the State Art Society consumed 
more and more of his time, until he finally found it neces
sary to leave his position at the guild in 1914. He was 
replaced briefly by Mary C . Scovel. ~6 

The arts and crafts movement in Minnesota reached its 
peak of recognition and acceptance around 1914-15. At 
the same time, however, the impact of Wurld War I and 
the expanded roles of the Minnesota State Art Society and 
the Minneapolis School of Art contributed to its gradual 
decline. Ruth Raymond, who was hired in 1914 as a design 
and composition instructor and who took over as principal 
the following year, became the guild's last administrator. 
In 1916 Emma Roberts and Florence Willets, who had 
been serving respectively as guild president and secretary
treasurer almost since the organization's formation, felt 
they could no longer manage the administration of both the 
building and the program. At their suggestion, discussions 
began with the University of Minnesota for the possible 
t.ransfer of the guild program. From· information gathered 
in public schools and normal schools state-wide, there was 



Varied works from the Handicraft Guild. Palette and Bench, vol. 
1, October 1908, p. 24. 

1914 iunior class, Handicraft Guild. Photograph courtesy of the 
Minnesota Historical Society. 
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Ruth Raymond. Who's Who among Minnesota Women, 1924, 
p, 265. 

a clear need for a degree program to train special teachers 
of art and music. In 1917 a two-year negotiation began to 
have the guild absorbed as the University of Minnesota's 
art education department. After this was accomplished, 
Raymond stayed on as head of the new department at the 
university until her retirement in 1947.47 

THE WORK 

The work produced by the guild incorporated many of 
the formal and technical traditions now identified with the 
Arts and Crafts movement. Identifiably handworked pots, 
exposed furniture joints, hammer marks, and visible, over
sized rivets on metalwork asserted the superiority of hand
made objects. In conscious contrast to mechanized 
production that masked all evidence of construction, the 
aim of all arts and crafts artists was to make process a 

component of design. Despite the accessibility of the so
phisticated work of Douglas Donaldson, James H . Winn, 
or Batchelder, many guild products retained a quality of 
s,tark simplicity and an absence of studied decorative ele
ments. Emphasis was as much on process as on product. 
A successful student could acquire some level of technical 
skill, and would experience the satisfaction of working with 
his or her bands, recreating the experience with and for 
others. 

To the extent that a prevailing aesthetic or design phi
losophy is discernible in guild work, it seems most closely 
linked to Japanese precedent. From the perspective of nine
teenth-century romanticism, of which the philosophy of 
the Arts and Crafts movement was an extension, Japan was 
honored as a nation which had kept its identity against 
the force of Western industriaJjzation. Japanese culture was 
seen as conservative, against innovation, a quality champi
oned by romantics seeking to escape the machine produc
tion of the industrial age. Compared to the American style 
of life, obsessed with consumeristn and wasteful spending, 
the Japanese appeared to live simply and well. They also 
did not separate and elevate "art" to a special place over 
"craft) " as was the case in Western culture. 38 

Art periodicals were the most pervasive tool for spreading 
Japanese images and ideas. Japonisme, the term broadly 
designating this late nineteenth-century Western enthusi
asm for things Japanese, contributed to the popularity of 
certain birds, flowers, insects, trees, and fish, especially 
carp, as design motifs in America and Europe at the turn of 
the century. The Japanese sensitivity to the look of specific 
seasonal and weather conditions also was emulated. The 
"cracked-ice" or "crackled-glaze" motif had a significant im
pact on ceramic and graphic work. Many of these qualities 
(e.g., the juxtaposition of movement against static natural 
backgrounds, bird's-eye viewpoints, irregular division of 
space, and flatter images with absent or altered perspectives) 
inspired Western artists of the time. Ernest Batchelder, the 
guild's most influential teacher, was among them. 

Batchelder's writings emphasized the need for American 
craft artists to develop a national design vocabulary that 
was not based on Western historical tradition. His writings 
and his instruction emphasized that good design required 
a unity of all elements. The successful solution to any 
design problem amalgamated decisions about line, compo
sition, and color and the strength of any work lay in the 
structural relationship of these various elements. Bat
chelder was greatly influenced by Japanese design, viewing 
it as a unification of nature and abstract form. He admired 
the Japanese artist who did not replicate nature, but rather 
expressed an idea of it. Consequently, although he encour
aged his own students to study nature, he gave greater em
phasis to the use of natural materials, naturally fashioned; 
iron should look like iron and copper like copper, and nei
ther should look like draped silk or a dragonfly's wing. 

Other influential guild members had a strong commit
ment to Japanese art as well . At her shop, The Artcraft 
Shop: Sign of the Bay Tree, Mary Moulton Cheney intra-
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Peacock lamp designed and executed by Douglas Donaldson. Pal
ette and Bench, vol. 2, February 1910, p. /11. 

duced prints imported from Japan as early as 1901, and 
she regularly carried the prints of contemporary artist, Sogo 
Matsumoto. She also copyrighted illuminated designs of 
her own that featured sparrows in flight and human figures 
reminiscent of those in Japanese block prints. The peacock 
and the phoenix-two popular icons of American japoni
sme-were hallmarks of her graphic design. These motifs 
were used not only by Cheney, but by Batchelder, Twin 
Cities china painter Henrietta Barclay Paist, and other stu
dents and instructors at the guild and other Twin Cities arts 
and craft schools. 

Bertha Lum, who trained at the School of the Art Insti
tute of Chicago before marrying and moving to Minneapo
lis in 1893, taught wood-block printing at the guild in 1905, 

1906, and 1915. Her early fascination with Japanese wood
block prints lasted a lifetime and led to several visits to and 
apprenticeships in Japan between 1893 and 1912. In Japan, 
the production of a color woodcut print was divided among 
sever'al artists, each specializing in one particular compo
nent of creation and execution. Lum, in contrast, mastered 
the entire process. Her prints, often based on the work of 
other Japanese artists or the heroines of Japanese folklore 
and legends, so impressed her Japanese teachers and fellow 
artists that she was the only Westerner (and the only 
woman) whose work was shown at a Tokyo exhibition in 
1912. 39 Lum's regular incorporation of the Tori Gate im
age, her distorted landscape perspectives, use of silhouette, 
and the interior light of her color woodcuts is echoed in 
the work of other guild instructors and students. 40 

The Minneapolis community's exposure and sensitivity 
to japonisme were further advanced by the local interior 
designer John Scott Bradstreet. The galleries of his Crafts
house extended the walls of the guild's classroom, where 
students were exposed to Oriental art, furnishings, and 
Bradstreet's own jin-di-sugi design contribution to the arts 

Handicraft Guild of Minneapolis. Copper hood detail o( thl 
downstairs fireplace in the Hewitt residence, Minneapolis, MinT!· 
Photograph by Cary Mortensen and Robert Fogt. 
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Wall light fixture with same piercework motifs as Wycroft fixtures 
and Burtha Lum print. Palette and Bench, vol. 2, February 
1910, p. 109. 

and crafts movement. A column in a local publication, 
Keith's Magazine, describes Bradstreet's exaggerated Japa
nese-inspired furniture designs with an appreciation for 
both. his innovative use of Eastern design motifs and the 
creation of a unique decorative style. 41 

In the crafted products of the guild, elaborate detail was 
the exception rather than the rule. The graphic, flat nature 
of guild designs, even of most of its repousse metalwork, 
encouraged more abstract, less representational imagery, 
particularly evident in pierced metalwork. The guild's de
sign vocabulary was reminiscent of the work of Charles 
Rennie Mackintosh and the women embroiderers of the 
Glasgow School, and at least two popular regional publica
tions discussed and illustrated Glasgow School work. Bat
chelder's travels to Europe no doubt exposed guild 
members to the Glasgow School's innovative design prin
ciples.42 

The best-known products of guild students and faculty 
are either in metal or ceramic. The ceramic forms are 
predominantly functional and include vases, pots, candle
sticks, bookends, trivets, flower frogs , tiles, lamp bases, ink 
wells, wall sconces, and covered vessels. 

Each of the three primary processes of potting-build
ing, throwing, and molding-were utilized at the guild. 
Although there are examples of thin-walled, wheel-turned 
pots, the majority of surviving examples are thick walled, 
sometimes with rough applied designs or stamp work and 
usually coated with heavy, blended glazes. 43 These slab or 
coiled vessels appear to have been created primarily as in
structjonal pieces and apparently were not earmarked for 
retail sale. The molded versus hand-built pieces are more 
appealing, their success relying on the glazing skill of the 
student or instructor and the quality of the original mold. 

Red Wing clay was brought directly from the beds fifty 
miles from the Twin Cities, then kneaded and formed into 
soft bricks of a workable size for tl1e potters' use. Full-scale 
working drawings were prepared before work on a ~esse! 
was begun. Decorating and finishing were done entirely by 
hand. All guild pots were biscuit-fired, glazed and fired 
again. 44 The rustic quality of most guild pottery, which did 
not always lend itself well to vessel forms, was better suited 
to decorator tiles and household ornaments. Residential 
work by guild craftsworkers seems to have focused on metal 
light fixtures and fireplace faces. Guild fireplaces in par
ticular have a scale, texture, and color that expressed the 
American arts and crafts ideal of incorporating craft pro
duction into the heart of the newly simplified and cozy 
home. 45 

In a 1905 feature article of the Minneapolis Journal, 
society editor Martha Scott Anderson described the guild's 
pottery-making process and suggested that a new art indus
try might emerge from the pottery work of guild students. 
But the small number of extant guild ceramics and the few 
interiors executed by the organization indicate that their 
commissions were limited to a small group of committed 
patrons. 46 

• 

Of the surviving handicrafts produced by the guild, 



Handicraft Guild of Minneapolis. Ceramics. Steve Schoneck, 
Rolf Grudem, Nancy M. Rose, and the Rev. William Gamber 
Collections. Photograph by Gary Mortensen and Robert Fogt. 

Women in a pottery class at the Handicraft Guild. 1~16-1917 
Handicraft Guild of Minneapolis Session Booklet, p. 21. 
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Fireplace from theM. E. f. Couper residence, Minneapolis. Con
struction Details, vol. 6, August 1914, p. 61. 

metalwork is the most prevalent and often the most sucGess
ful from a design and functional perspective. These objects 
represent nearly every metalwork technique and function, 
everything from hammered light fixtures, to cut spoons, to 
enameled desk sets. Early metalwork courses at the guild 

included only hammering and etching. Chasing and brais
ing were soon added. By 1912- 13 courses offered both be
ginners and advanced workers instruction in the finer points 
of constructing and decorating trays, bowls, spoons, desk 
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1916- 17 pottery display. 1916-191 7 Handicraft Guild of Minne
apolis Session Booklet, p. 6. 

sets, lamp shades, and other items. Among the techniques 
taught were hammering, riveting, soldering, etching, saw 
piercing, raising, repousse, and enameling. 47 Surviving 
guild metalwork suggests that instructors and students were 
heavily influenced by work done at Pratt Institute and Brad
ley Polytechnic and by artisans and educators such as Er
nest Batchelder, Ida Pell Conklin, Harry S. Michie, 
Augustus F. Rose, Arthur Frank Payne, his student Harold 
L. Boyle, James Winn, and Douglas Donaldson. The fonn 
and finish of many surviving examples of metalwork suggest 
that spinning also was taught. Metal blanks seem to have 
been purchased elsewhere and used by the guild for pierced 
work and other decorative techniques. 

In 1910, Palette and Bench featured an article by guild 
metalwork instructor, Douglas Donaldson, "The Making 
of Metal Lampshades." The oriental decorative elements 
of these pierced and repousse metal shades suggest that 
while a clean, rectilinear style prevailed in American arts 
and crafts design, metalwork at the guild featured decora
tion that flared and curved, often resembling Japanesque 
pagoda-like forms. 48 The balance of positive and negative 
space and the frequent incorporation of peacocks and other 
exotic birds in metalwork bear further witness to guild 
members' admiration for Japanese precedent. 

An undated brochure succinctly describes the guild's 
view of the educational and aesthetic value of metalwork. 
The basic but elegant forms developed as raised bowls, nut 
sets, and pierced spoons are among the guild's most repre
sentative and finest work. 

Group of metalwork from the Handicraft Guild. Arts and Decora
tion, vol. 2, September 1912, p. 399. 

A metal bowl should be made from the Aat material. The 
metal is annealed again, fashioned over stakes and gradually 
coaxed into shape until the ideal of the maker is expressed in 
the finished piece. 
Such an article demands our respect and admiration, and 
possesses a commercial, as well as an artistic value, far ex
ceeding a machine made piece. "49 



Handicraft Guild of Minneapolis. Brass etched tray and picture 
frame, brass and copper match holder. Steve Schoneck and David 
Matchan Collections. Photograph by Gary Mortensen and Rob
ert Fogt. 

~::fixtures executed by the Handicraft Guild of Minneapolis. 
eand Bench, vol. 2, February 1910, p. 111. 
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Handicraft Guild tooled leather works. Palette and Bench, Febru
ary 1909, p. l19. 



Handicraft Guild metal shop. 1916-1917 Handicraft Guild of 
Minneapolis Session Booklet, p. 8. 

Handicraft Guild of Minneapoli~. Silver plated tray, calling card 
tray, and sugar tongs. Minnesota Historical Society and Steve 
Schoneck Collections. Photograph by Gary Mortensen and Rob
ert Fogt. 

Handicraft Guild jewelry. 1916- 1917 Handicraft Guild of Min
neapolis Session Booklet, p. 19. 
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Few examples remain of guild jewelry, leather work, 
stenciling, woodblock printing, weaving, basket making, 
and graphic design. However, a 1909 issue of Palette and 
Bench featured a photograph of nine pieces of guild leather 
work and identified their makers, each of them a woman. 50 

CONCLUSION 

Although varied in size, goals, and membership, Am~ri~ 
can arts and crafts organizations at the turn of the century 
shared a deep-seated antipathy to the social impact of indus
trialization, finding expression for a sense of personal and 
cultural loss, a fragmentation of experience occasioned by 
industrial progress, and the hope that life could be restored 
to a more fulfilling, more natural state. In Europe, this 
hope was conveyed effectively through reference to a me
dieval past, the time before machine production played so 
decisive a part in everyday life. In America, however, with 
scant memory of a pre-industrial past, the hope was more 
appropriately formulated in terms of the present and future. 
Embedded in the experience of craft technique and process 
(although, with characteristic pragmatism, often willing to 
incorporate machine work), the idea! of a full, humane life 
was to be preached as widely as possible, enough to aug
ment and even, at times, displace efficiency and economy, 
the prevailing values of modern industrial society. 

Although both Europeans and Americans rejected the 
loss of individuality impl'icit in industrial production, 
American arts and crafts organizations more often sought 
broad social change as opposed to moral reform. The suc
cessful craft product required hard-won skills and the per
sonal engagement of a particular craftsman, and it 
invariably demanded a great deal of time. Arts and crafts 
guilds, schools, and individual artists were certainly not 
averse to selling hand-made products at a profit, however. 
On the contrary, each sale, particularly of objects for every
day use, became a small victory of the hand-made over the 
industrially produced. 51 More broadly, this represented a 
symbolic victory of a utopian ideal over the unpalatable 
realities of life in a modern industrial society. 

In its determined pragmatism, in its populist sentiments, 
and in its strong educational emphasis, the Handicraft 
Guild of Minneapolis was an exemplary American arts and 
crafts organization. In acute awareness of the larger arts 
community in which it functioned, however, it may well 
be unique. Although the guild focused its utopian efforts on 
change in individuals, the goal would be achieved through 
education. This small and relatively short-lived organiza- · 
tion effectively matched its members' interests with a series 
of recognized community needs. The guild fulfilled these 
needs, went on to continuously redefine its own programs 
for more than a decade, and finally accommodated itself 
within the structure of a large state university. Then, it 
quietly and permanently stepped aside. As we approach the 
turn of the next century, it becomes possible to see the 
guild not only as the basis for Minnesota's claim to a promi-

nent place in the international Arts and Crafts movement, 
but also as a model of resilience, responsiveness, and insti
tutional modesty that demanded no monument and no trib
ute beyond the assurance that its ideals wouJd be conveyed 

· to students of the crafts for generations to come. 
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guild itself it is very difficult to demonstrate what part custom interior 
work might have actually played in guild production. 

46. Martha Scott Anderson, "A New Art Industry May Crow from 
the Pottery Work of the Handicraft Guild," Minneapolis Journal, 2 Sep
tember 1905, p. 12. The photographs which accompany this article arc 
by Arus S. Williams and also appear in some of the guild's promo
tional material. 
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Details of Handicraft Guild markings. Photographs courtesy of 
the Minnesota Historical Society, Peter Latner, Cary Mortensen. 
and Robert Fogt. 
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now demands wide markets for ill> products and seeks to reach the every· 
day life. lf art is to become a livelihood, it must follow the signs of the 
times, and appeal to the average purse.'' 
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Art, January 1913. Minneapolis. 

--. Minneapolis Institute of Arts Third Annual £xhibition 
by the Alumni Association of the Minneapolis School of Ar~ 
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Year. 1910-11. Minneapolis. 

- . Minneapolis Society of Fine Arts & School of Art Circu
lar of Information Regarding Instruction. Twenty-Seventh 
School Year, 1911-12. Minneapolis. 
-. Minneapolis Society of Fine Arts & School of Arf Circu

lar of Information Regarding fnstruction. Twenty-Eighth 
School Year, 1912- 13. Minneapolis. 
-. Minneapolis School of Art Special Short Course in De

sign & Handicraft, 1912-13. Minneapolis. 
-. Minneapolis Society of Fine Arts & School of Art Circu

lar of lnforma.tion Regarding Instruction. Twenty-Ninth Year, 
19B-14. Minneapolis. 
--. Catalogue of the Minneapolis School of Art. Thirtieth 

School Year, 1914-15. Minneapolis. 
--. The Minneapolis Society of Fine Arts Annual School 

Catalogue. The Minneapolis School of Art Thirty-Third School 
Year, 1917- 18. Minneapolis. 

---•. The Minneapolis Society of Fine Arts Annual School 
Catalogue. The Minneapolis School of Art Thirty-Fourth 
School Year, 1918-19. Minneapolis. 

--. The Minneapolis School of Art Catalogue, 1925-26. 
Minneapolis. 

---. The Minneapolis School of Art List of Students, 
1905-06. Minneapolis. 

Minnesota State Art Commission. Catalogue of the Art Collec
tions in Galleries, 1914. St. Paul. 

---. The Thirteenth Annual Exhibition of the Minnesota 
State Art Commission given in conjunction with Minnesota 
State Fair and Exposition, September 4 to 9, 1916. Ham
line, Minnesota. 

---. 14th Annual Exhibition. Minnesota State Art Commis
sion & 'The Minnesota State Fair Catalogue of the Fine Arts, 
September 3 to 11 , 1917. Hamline, Minnesota. 

Minnesota State Art Society. The Constitution and By-Laws of 
the Minnesota State Art Society. 1903. 
--.The Annual Report {or the Year 1912. 1913. 
---. Report of the Governing Board of the Minnesota State 

Art Society for the Years 1903 and 1904. St. Paul. 
---. Report of the Governing Board of the Minnesota State 

Art Society for the Years 1905 to 1911. St. Paul. 
---. Report of the Minnesota State Art Society for the Year 

1948. . 

--. First Annual Exhibition, April 4 to 16, 1904. St. 
Cloud, Minn. 

---. Second Annual Exhibition, April13 to 22, 1905. Min
neapolis. 

---. Third Annual Exhibition, 1906. Mankato, Minn. 
- - -. Fourth Annual Exhibition, March 2 to 11, 1907. Fergus 

FaUs, Minn. 
---. Fifth Annual Exhibition. Minnesota. 1908. 
---. Sixth Annual Exhibition, April 13 to 24, 1909. Fari-

bault, Minn. 
---. Seventh Annual Exhibition, April l4 to 25, 1910. New 

Ulm, Mjnn . 
---. Eighth Annual Exhibition, April 27 through fune 16, 

1912. St. Paul, StiJiwater, Anoka, and Duluth, Minn. 
--. Ninth Annual Exhibition, March 1 through April 21, 

1913. St. Paul, Minneapolis, and Owatonna , Minn. 
--- . Tenth Annual Art Exhibit, March 14 through May 20, 

1914. St. Paul, Minneapolis, Crookston, and Austin, Minn. 
. Minnesota State Art Society. Catalogue of Eleventh Annual State 

Art Exhibit Given in Connection with The Minnesota State 
Fair and Exposition, September 6 to 12, 1914. Hamline, 
Minn. 

---. Catalogue of Twelfth Annual State Art Exhibit Given 
in Connection with The Minnesota State Fair and Exposition, 
September 6 to 12, 1915. Hamline, Minn . 

Pratt Institute. Pratt Institute Catalogs for 1891-1892, 1899-
1900, 1901-1902, 1905-1906, 1907--4908. Brooklyn, N.Y. 

Pratt Institute. Student Diploma Lists for 1893, 1900, 1902, 
1906, and 1909. Brooklyn, N.Y. 
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Rochester Art Center. Rochester Art Center First Exhibition, 
January 1947. Rochester, Minn. 

St. Paul Institute. Exhibition of Fine and Industrial Arts, Decem
ber 14 to 20, 1908. St. Paul. 

---. First Year-Book of the St. Paul Institute of Arts and 
Sciences: A Record of Its Activities from Its Incorporation April 
28, 1908 to June ), 1909. St Paul. 

---. Professional Art Section of St. Paul Imtitute. Third An
nual Exhibition. March 11 to 16, 1912. St. Paul . 

- - - . Prospectus for the Summer School of Arts and Crafts, 
fune 14 to fuly 14, 1909. St. Paul. 

---. St. Paul Institute School of Art First Year Calendar, 
1908-09. St. Paul. 

- - - . St. Paul Institute School of Art Second Year Calendar, 
1909-10. St. Paul. 

--. St. Paul institute School of Ar( Fifth Year Calendar; 
1912-13. St. Paul. 

---. St. Paul institute School of Art Seventh Year Calendar, 
1914-15. St. Paul. 

--. St. Paul Institute School of Art Ninth Year Calendar, 
1916-17. St. Paul . 

--. St. Paul Sch90l of Fine Arts, 1904-05. St. Paul. 
--. St. Paul School of Fine Arts, 1905-06. St. Paul. 
Society of Arts and Crafts. Annual Report, 1907, 1908, 1909, 

1918. Detroit, Mich. 
The Woman's Civic League of St. Paul. Civic League Program 

Calendar for Nineteen Hundred and Two: Devoted to a Study 
ofThe Arts and Crafts with casual attention to the methods of 
The Artful and Crafty. St. Paul, 190 l. 

The Woman's Club of Minneapolis. Woman's Club 1913-1914 
Report . Minneapolis. 

--. Woman's Club 1916-17 Report. Minneapolis. 

NEWSPAPERS 
The Duluth News Tribune. Z June 1912. 
Minneapolis foumal. 1890-1925. 
The New Vim Newspaper. 16 April 1910. New Ulm, Minn. 
The St. Paul Pioneer Press. 1890-1925. 

MANUSCRIPT COLLECTIONS 
Ames, Charles W. and Mary Lesley Ames and Family Papers. 

Minnesota Historical Society, Sl Paul. Several boxes contain 
correspondence, reports, speeches, and so on, with particular 
association to the Sl Paul Institute, 1907-81. Ames was a 
founder and first president of the Institute. 

Arts Board Collection. Minnesota State Archives. Minnesota 
Historical Society, St. Paul. Administrative files 1903-86, five 
boxes. Annual and biennial reports, 1904-77, one box. Con
tains a variety of materials documenting the Minnesota State 
Art Society (Commission) including histories, reports, corre
spondence, published materials, photographs, scrapbook, and 
so on. 

Berglund, Hilma, Collection. American Swedish Tnsti(ute Col
lections, Minneapolis. Archival material, family history, and 
objects acquired by the institute in 1979. Includes journals/ 

diaries by Hilma and her mother. Art work, textile work, and 
signed ceramic pieces by Hilma are likely from her period of 
association with the St. Paul Institute. 

Bookwalter, Mary Linton. Laura Linton MacFarlane, Pasadena, 
.California. Personal collection of family papers, printed 
ephemera, and so on, which documents the career of Mary 
Linton Bookwalter. Minimal personal correspondence. 

Cheney (M;ny Moulton and family) Papers, one box. Minnesota 
Historical Society, St. Paul. Contains minimal correspon
dence between Cheney and other artists, monogram sketch
books, bookplate materials, two order books from her shop, 
and some summary biographical material with corrections pro
vided by her. 

Cheney, Mary Moulton. Papers. Uncataloged, one box. Minne
sota Historical Society, St. Paul. Contains primarily original 
artwork by Cheney, sketches for everything from monograms 
to bookplates, greeting cards, stationery, stained glass windows, 
andirons, oils, and conventionalization of floral specimens. 
Also includes brochures from her business, The Artcraft Shop, 
loose product samples, and an order book from her shop. Work 
by her partners and others who did design work for her is 
also included. 

Paist, William and Herbert. Papers. Minnesota Historical Soci
ety, St. Paul. Political, military, and business career documen
tation, and family genealogy information. Herbert was the 
husband of artist Henrietta Barclay Paist. 

University of Minnesota President's (papers) Office, 1911-45. 
Box 34. University of Minnesota College of Education folder 
1916-40. University of Minnesota Archives, Minneapolis, In
cludes correspondence and memos relating to the absorption 
of the Handicraft Guild by the university as the new art educa
tion department. 

Wheeler, C1eora. Papers. Uncataloged, nine boxes. University 
of Minnesota Archives, Minneapolis. 

Winters, Robert. The author generously allowed me to read sec
tions of his unpublished biography of Ernest A. Batchelder. 

PERSONAL ACCOUNTS AND MISCELLANEOUS 
Anderson, Marcia. Paper on the Handicraft Guild of Minneapo

lis, 1990 Winterthur Conference, "The Substance of Style." 
Bergslund, Theodora. Letters of inquiry and response between 

her and the Handicraft Guild. Guild student card. 
The Camlet Needlecraft Shop, dated invoice. Minneapolis, 

1918. 
Letter from Marjorie M. Haish to her sister, 28 January 1915. 
Paist, William B. St. Anthony Park, Minnesota. Several meet

ings and conversations between Bill and Marcia Anderson 
from 1990-present. Bill is the grandson of artist Henrietta Bar
clay Paist. 

Pattee, Gladys. Mirrneapolis. Several meetings and conversations 
between Gladys and Marcia Anderson from 1985 until her 
death in December 1991. 

Letter from Louise Pickney to Mr. A. C. Gooding, 15 July 1909. 
Schutt, Elizabeth. Minneapolis. Several meetings and conversa- I 

tions between Elizabeth and Marcia Andersorr from 1992-- , 
present. Elizabeth is the niece of Harriett Carmichael, partner 
with Mary Moulton Cheney in the Artcraft Shop frorll 
1908-12. 
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