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The year 2019 marked the centenary of the
Bauhaus, and accordingly curators and scholars
across the globe found varied ways to celebrate the
remarkable, yet short-lived, German art school
and consider its wide-reaching impact on modern
and contemporary art. Many of these projects ex‐
amined stories and artists less prominent in
canonical narratives of the Bauhaus and its dias‐
pora; among these was Lenore Tawney: Mirror of
the Universe, a catalogue that accompanied a suite
of four exhibitions at the Kohler Arts Center in She‐
boygan, Wisconsin. The institution, devoted to the
study and preservation of artist-built environ‐
ments, has acquired Tawney’s studio for their col‐
lection and worked with the Lenore G. Tawney
Foundation on the project. The preface makes
clear the catalogue’s goal “to understand Tawney’s
work and environment in a new way” along with
the intent to provide varied scholarly approaches
and viewpoints (p. 6). The essays, organized in four
sections, as a poem in four stanzas, trace the
breadth of Tawney’s life, posit that her life was her
work, argue for her status as a pioneer in textile-

based art practice, and suggest her wide-reaching
and ongoing impact on fellow artists.
In the opening essay, “Mirror of the Universe,”
Karen Patterson, editor of the book, curator at the
Fabric Workshop and Museum in Philadelphia,
and formerly senior curator at the Kohler Arts
Center, argues that studying Tawney’s studio is key
to understanding the artist. Patterson meditates
on the mysterious nature of Tawney’s life and
work; considers her studio as a metaphor for her
life; and introduces key recurring themes, includ‐
ing water, light, nature, and the cycle of life. Em‐
bracing the speculative potential the studio seems
to offer, Patterson follows Tawney’s remit to look
inward after studying what is outward; she reflects
on outstanding questions about Tawney’s life and
suggests possible answers. Patterson’s essay also
serves to introduce the other authors and their
contributions to the catalogue, and pays particular
tribute to Kathleen Nugent Mangan, director of the
Lenore G. Tawney Foundation and curator of
Tawney’s 1990 retrospective at the American Craft
Museum (now the Museum of Arts and Design).
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In an essay that acknowledges the prevailing
impact of these aesthetic and technical feats,
Shannon R. Stratton, executive director of the OxBow School of Art and Artists’ Residency and for‐
merly interim senior curator-at-large for the
Kohler Arts Center, writes about eight contempo‐
rary artists “whose work in some way intersects
with, extends from, or dances with [Tawney’s]” (p.
254). With her essay, Stratton matches a work by
Tawney with each of these contemporary artists
as a way to evoke the enduring resonance of
Tawney’s practice. These poignant juxtapositions
persuasively propose and affirm the strength and
reach of Tawney’s legacy, across time and materi‐
ality. For Stratton, as well as the artists featured, it
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