“A LOVER OF THE BEAUTIFUL:”
HARRIET JOOR AND THE PURSUIT OF THE AMERICAN ARTS AND CRAFTS IDEAL

Margaret Rose Dimock

Submitted in partial fulfillment of the requirements for the degree
Master’s of Arts in the History of Decorative Arts
The Smithsonian Associates and Corcoran College of Art and Design
2012



© 2012
Margaret Rose Dimock
All Rights Reserved



Acknowledgments

Firstly I would like to thank Dr. Heidi Nasstrom Evans, my superb advisor and a
true role model, for her perceptive comments, critiques, advice, and good conversation.

Research for this thesis was funded in part by a grant from the Newcomb College
Center for Research on Women at Tulane University. | want to thank Mary Allen
Johnson and Bea Calvert at the Newcomb Archives for their great interest, enthusiasm,
and assistance. |1 would also like to thank Rita Curry-Pittman — although we never met,
her exhaustive research and insightful notes on file at the Newcomb Archives helped
shape this thesis. Additional thanks are in order for Sally Main, Senior Curator of the
Newcomb Art Gallery at Tulane University for her time and insight.

Thank you to Dr. Lee Gray, Curator of Exhibitions and Collections at the Paul
and Lulu Hilliard University Art Museum at the University of Louisiana at Lafayette, for
donating your time (and your office) during my visit to Lafayette.

| also want to thank the staff at Louisiana State Museum in New Orleans,
especially to Katie Hall, Curator of Decorative Arts for her attentive assistance, and the
staff at the Louisiana Historical Center at the Old Mint.

Thanks to Dorothea Dietrich for overseeing the Thesis Writing Workshop,
without which my thesis proposal may never have come together properly, and to my
fellow thesis workshop students for their camaraderie, intelligent insight, and
encouragement. Thanks also to Dr. Angela George, whose course in Art Ceramics
brought me to the Newark Museum where | first encountered the exhibit Gustav Stickley
and the American Arts and Crafts Movement, which planted the seed that eventually
became this thesis.

To family, friends and others I hold close, thank you for listening, and for your
love and patience.



Table of Contents

List of Hlustrations . ... .
INtrOdUCTION . . ..o
Chapter 1: Early Years and the Roots of an Artist’s Life ......................
Chapter 2: Designer, Writer, Artisan, and Teacher ...........................
Chapter 3: Spreading the Message of the Movement .........................
CONCIUSION . . .

Bibliography . .. ..
Appendix A: Harriet Joor’s Needlework Designs for The Craftsman and

Gustav Stickley’s Craftsman Workshops . .. .......... . . i
Appendix B: Chronological List of Published Articles and Short Stories

DY Harriet JOOr . ..o
HIUSEratiONS . ..o



Figure 1.

Figure 2.

Figure 3.

Figure 4.

Figure 5.

Figure 6.

Figure 7.

Figure 8.

Figure 9.

List of Illustrations

Table Scarf, China Tree Design. Designed by Harriet Joor ¢. 1907. Linen.
70 x 14 Y2 inches. Crab Tree Farm. Reproduced from Kevin W. Tucker et
al, Gustav Stickley and the American Arts and Crafts Movement (New
Haven: Yale University Press, 2010), 203.

Joseph Finlay Joor. From J.B.S. Newton, “Joseph F. Joor,” Botanical
Gazette 26:4 (1898): 271.

Harriet Joor, c. 1895. From a photograph taken of the H. Sophie Newcomb
Memorial College graduating class of 1895. Newcomb Archives.

Inkwell, violet design, c. 1897. Decorated by Harriet Joor. Glossy glaze
and applied slips. Newcomb College Collection. Reproduced from Jessie
Poesch and Sally Main, Newcomb Pottery and Crafts: an Educational
Enterprise for Women, 1895-1940 (Atglen: Schiffer Publications, 2003),
36.

Display case of Newcomb Pottery sent to the Pan-American Exposition in
Buffalo, 1901. Reproduced from Jessie Poesch and Sally Main, Newcomb
Pottery and Crafts: an Educational Enterprise for Women, 1895-1940
(Atglen: Schiffer Publications, 2003), 63.

Newcomb Pottery and crafts building. Reproduced from Jessie Poesch and
Sally Main, Newcomb Pottery and Crafts: an Educational Enterprise for
Women, 1895-1940 (Atglen: Schiffer Publications, 2003), 66.

Arthur Wesley Dow, Ipswich. Ipswich Historical Society. Reproduced
from Nancy Green, “Arthur Wesley Dow: His Art and His Influence,” in
Arthur Wesley Dow 1857-1922: His Art and His Influence by Nancy
Green et al (New York: Spanierman Gallery, 1999), 10.

Ipswich Summer School of Art, ¢. 1903. Ipswich Historical Society.
Reproduced from Nancy E. Green, “Arthur Wesley Dow, Artist and
Educator,” in Arthur Wesley Dow and American Arts and Crafts by Nancy
E. Green and Jessie Poesch (New York: The American Federation of Arts
in association with Harry N. Abrams, Inc., 1999), 64.

Harriet Joor, Pencil Study of Wild Carrot or Queen Anne’s Lace, Ipswich,
July, 1900?. Harriet Joor Portfolio, Paul and Lulu Hilliard Art Museum,
University of Louisiana at Lafayette. Photographed by the author.



Figure 10.

Figure 11.

Figure 12.

Figure 13.

Figure 14.

Figure 15.

Figure 16.

Figure 17.

Figure 18.

Harriet Joor, Tansy botanical sketch, July 29, 1900. Harriet Joor Portfolio,
Paul and Lulu Hilliard Art Museum, University of Louisiana at Lafayette.
Photographed by the author.

Hand-painted porcelain vase with “Conventionalized Wild Carrot” design.
Decorated by Maud Mason, 1902. 15 inches. Denker Collection.
Reproduced from Marilee Boyd Meyer, “Arthur Wesley Dow and His
Influence on the Arts and Crafts,” in Arthur Wesley Dow 1857-1922: His
Art and His Influence by Nancy Green et al (New York: Spanierman
Gallery, 1999), 50.

Tyg, landscape of pine tree grove, ¢. 1901. Decorated by Harriet Joor.
Earthenware, slightly sculpted and incised. Newcomb College Collection.
Reproduced from Nancy E. Green and Jessie Poesch, Arthur Wesley Dow
and American Arts and Crafts (New York: The American Federation of
Arts in association with Harry N. Abrams, Inc., 1999), 137.

Space-filling exercise from Arthur Wesley Dow’s Composition, third
edition (New York: Baker and Taylor Company, 1900), 26.

Lidded Vase, Cherokee Rose Design, ¢. 1900. Decorated by Harriet Joor.
Newcomb College Collection. Photographed by the author.

Line and notan of two tones exercise for flower compositions, from Arthur
Wesley Dow’s Composition, third edition (New York: Baker and Taylor
Company, 1900), 47.

Pinched Vase, 1902. Decorated by Harriet Joor. High glaze on white clay..
Louisiana State University Museum of Art. Photographed by the author.

Left:Vase, Pomegranate Design, c. 1897. Decorated by Selina Bres.
Scraffitto technique, blue and green slip with a glossy glaze. Private
Collection. Right: Vase, Ciphered Medallions with Swirling Diaper
Design, c. 1897. Attributed to Mary Given Sheerer. Scraffitto technique,
blue and green slip with glossy glaze. Newcomb College Collection.
Reproduced from Jessie Poesch and Sally Main, Newcomb Pottery and
Crafts: an educational enterprise for young women, 1895-1940 (Atglen:
Schiffer Publications, 2003), 33.

Detail of Newcomb Embroidery table doily showing use of running stitch.
Linen with silken thread. Newcomb College Collection. Reproduced from
Jessie Poesch and Sally Main, Newcomb Pottery and Crafts: an
educational enterprise for young women, 1895-1940 (Atglen: Schiffer
Publications, 2003), 70.



Figure 109.

Figure 20.

Figure 21.

Figure 22.

Figure 23.

Figure 24.

Figure 25.

Figure 26.

Figure 27.

Figure 28.

Table Runner with crepe myrtle trees design by Marie Delavigne, c. 1902-
1905. Collection of Sonia and Walter Bob. Reproduced from Jessie
Poesch and Sally Main, Newcomb Pottery and Crafts: an educational
enterprise for young women, 1895-1940 (Atglen: Schiffer Publications,
2003), 72.

Decorative collar and sleeves with embroidered floral pattern. Designed
and executed by Harriet Joor. From design scrapbook, Record Group 62:
Harriet C. Joor Collection, Louisiana State Museum Historical Center.

Silk handbag with embroidered floral design in a diaper pattern. Designed
and executed by Harriet Joor. From design scrapbook, Record Group 62:
Harriet C. Joor Collection, Louisiana State Museum Historical Center.

Photograph of Gertrude Roberts Smith (center, standing) leading a
needlework class at Newcomb College. Reproduced from Suzanne
Ormand and Mary E. Irvine, Louisiana’s Art Nouveau: The Crafis of the
Newcomb Style (Gretna: Pelican Publishing Co., 1976), 78.

Clay work produced by Harriet Joor’s students at the University
Elementary School at the University of Chicago. From “Clay-Work in the
University Elementary School,” The Elementary School Teacher 7:9
(1907): 548-550.

“Needlework,” The Craftsman, November 1907, 221-228, featuring
designs by Harriet Joor.

“Stencil Work,” The Craftsman, December 1907, 348-352 featuring
designs by Harriet Joor.

Clippings from “Needlework” article published in The Craftsman, 1907.
Scrapbook of published designs and articles. Record Group 62: Harriet C.
Joor Collection, Louisiana State Museum Historical Center. Photographed
by the author.

Clippings from “Stencil Work” article published in The Craftsman, 1907.

Scrapbook of published designs and articles. Record Group 62: Harriet C.
Joor Collection, Louisiana State Museum Historical Center. Photographed
by the author.

Sketches for Umbel embroidery design. Harriet Joor Portfolio, Paul and

Lulu Hilliard University Art Museum, University of Louisiana at
Lafayette. Photographed by the author.



Figure 29.

Figure 30.

Figure 31.

Figure 32.

Figure 33.

Figure 34.

Figure 35.

Figure 36.

Figure 37.

Figure 38.

Figure 39.

Table Runner, Umbel design for all-white embroidery designed by Harriet
Joor. Reprinted from “Needlework,” The Craftsman, November 1907,
223.

Stenciled handbags designed by Bessie Marble Menage. From Harriet
Joor, “Bag Suggestions,” Good Housekeeping, December 1909.
Reproduced from design scrapbook, Record Group 62: Harriet C. Joor
Collection, Louisiana State Museum Historical Center.

Top: Teazle design for centerpiece, executed in embroidery and appliqué. From
“Our New Home Department,” The Craftsman, March 1905, xxiv. Bottom:

Teazle design for centerpiece designed by Harriet Joor. From “Needlework,” The
Craftsman, November 1907, 224.

Table Square, Teazle Design, designed c. 1905, reinterpreted by Harriet
Joor c. 1907. Linen. 12 x 11.5 inches. Crab Tree Farm. Reproduced from
Kevin W. Tucker et al, Gustav Stickley and the American Arts and Crafts
Movement (New Haven: Yale University Press, 2010), 175.

Table runner, Dogwood design, designed by Harriet Joor. From
“Needlework,” The Craftsman, November 1907, 221.

Table Runner, Dragon-Fly design, designed by Harriet Joor. From
“Needlework,” The Craftsman, December 1907, 222.

Table runner, Umbel design, designed by Harriet Joor c. 1907. Linen. 80.5
x 17.5 inches. Crab Tree Farm. Reproduced from Kevin W. Tucker et al,
Gustav Stickley and the American Arts and Crafts Movement (New Haven:
Yale University Press, 2010), 205.

Stenciled and embroidered design for a curtain frieze. From “Curtains and
Coverlet,” The Craftsman, July 1903, 288-289.

Dogwood stencil designs by Harriet Joor. From “Stencil Work,” The
Craftsman, December 1907, 349-350.

Comparison of photographs published in the catalogue Craftsman Fabrics
and Needlework from the Craftsman Workshops (1908), and photographs
featured in a 1907 article titled “Needlework” published in The Craftsman
magazine.

Photographs of embroidered handbags by Harriet Joor featuring patterns
similar to those Joor produced for The Craftsman. From Harriet Joor, “A
Group of Embroidered Bags,” undated article, unknown publication.
Scrapbook of published designs and articles, Record Group 62: Harriet C.
Joor Collection, Louisiana State Museum Historical Center.



Figure 40.

Figure 41.

Figure 42.

Figure 43.

Figure 44.

Figure 45.

Figure 46.

Figure 47.

Figure 48.

Corn Flower design for a centerpiece. From “Our New Home
Department,” The Craftsman, March 1905.

Sketches of china berries by Harriet Joor Harriet Joor Portfolio, Paul and
Lulu Hilliard University Art Museum, University of Louisiana at
Lafayette. Photographed by the author.

Top: Crab Apple sketch by Harriet Joor. Harriet Joor Portfolio, Paul and
Lulu Hilliard University Art Museum, University of Louisiana at
Lafayette. Photographed by the author. Bottom: Table Runner, Crab
Apple design, designed by Harriet Joor ¢. 1907. Linen. 68x15 inches. Crab
Tree Farm. Reproduced from Kevin W. Tucker et al, Gustav Stickley and
the American Arts and Crafts Movement (New Haven: Yale University
Press, 2010), 204.

Top: Study of the Gingko Tree by Louise Shrimpton (unsigned), The
Craftsman, July 1904, 407. Bottom: Table Scarf, Gingko design, designed
by Louise Shrimpton c¢. 1904. Linen. 72 x 20 inches. Crab Tree Farm.
Reproduced from Kevin W. Tucker et al, Gustav Stickley and the
American Arts and Crafts Movement (New Haven: Yale University Press,
2010), 172.

Vase, Chinaberry design, ca. 1902. Thrown by Joseph Meyer, decorated
by Harriet Joor. Earthenware. New Orleans Museum of Art, Gift of
Newcomb College. Reproduced from Nancy Green and Jessie Poesch,
Arthur Wesley Dow and American Arts & Crafts (New York: The
American Federation of Arts in association with Harry N. Abrams, 1999),
138.

Luncheon square, China Tree design, exhibiting characteristic chevron
pattern in placement of darning stitches. Linen. 6.25 x 6 inches. Crab Tree
Farm. Reproduced from Dianne Ayres et al, American Arts and Crafts
Textiles (New York: Harry N. Abrams, Inc., 2002), 167.

Top: Unsigned Live Oak embroidered table runner, Newcomb College
Collection. Photographed by the author. Bottom: Detail of embroidery,
showing chevron pattern created by placement of short darning stitches.

Rug woven by Katherine Watson. Illustrated in Harriet Joor, “Artist of the
Loom” House Beautiful, July 1909, 43. From Harriet Joor design
scrapbook, Record Group 62: Harriet C. Joor Collection, Louisiana State
Museum Historical Center.

Illustration from House Beautiful article “A Twelfth Night Revel” by
Virginia Robie, pasted in Harriet Joor Design Scrapbook. Record Group
62: Harriet C. Joor Collection, Louisiana State Museum Historical Center.



Figure 49.

Figure 50.

Figure 51.

Figure 52.

Figure 53.

Figure 54.

Figure 55.

Figure 56.

Figure 57.

Figure 58.

Figure 59.

Graphic of a pattern used in Harriet Joor’s stenciled scarf design printed in
“Artistic Stenciled Scarves,” Woman’s Home Companion, January 1910.
Reproduced from Harriet Joor design scrapbook, Record Group 62:
Harriet C. Joor Collection, Louisiana State Museum Historical Center.

[llustration of stenciled scarves by Harriet Joor from “Artistic Stenciled
Scarves,” Woman’s Home Companion, January 1910. Reproduced from
Harriet Joor design scrapbook, Record Group 62: Harriet C. Joor
Collection, Louisiana State Museum Historical Center.

A page from Harriet Joor, “Draperies for the Dining Room,” The
Craftsman, October 1910, 94-95.

Outline patterns of the designs appearing in Harriet Joor, “Draperies for
the Dining Room,” The Craftsman, October1910, 94-95.

Examples of Harriet Joor’s hand-built ceramic pieces. From Harriet Joor,
“Pottery Making Without a Wheel,” The Craftsman, November 1910, 204.

Portiere with stenciled pine cone motif. lllustrated in Harriet Joor, “A
Stenciled House,” Country Life in America, November 1910, 122.

Table scarf with Pine Cone design by Harriet Joor. Illustrated in
“Needlework,” The Craftsman, November 1907, 221.

Photograph of embroidered bag designed and made by Harriet Joor.
Published in “Decoration of Darning,” Delineator, May 1912, 411.
Reproduced from an original photograph in Harriet Joor design scrapbook,
Record Group 62: Harriet C. Joor Collection, Louisiana State Museum
Historical Center.

Example of an ideal craftsman interior illustrated in The Craftsman,
October 1905, 67.

Top: Photograph of Harriet Joor with her sod-roofed cabin in South
Dakota (Joor is seated at left). From Mary O’Conner Newell, “The Girl
Who Goes West,” Chicago Record Herald, August 17, 1913. Bottom:
Another woman with her sod-roofed cabin. From Harriet Joor, “The
Winning of a Homestead,” The Craftsman, January 1915, 438.

Photograph of the interior of Harriet Joor’s cabin in South Dakota.

Reproduced from Harriet Joor design scrapbook, Record Group 62:
Harriet C. Joor Collection, Louisiana State Museum Historical Center.

Vi



Figure 60.

Figure 61.

Figure 62.

Figure 63.

Figure 64.

Photograph of the interior of Harriet Joor’s cabin in South Dakota (?).
Reproduced from Harriet Joor design scrapbook, Record Group 62:
Harriet C. Joor Collection, Louisiana State Museum Historical Center.

Stenciled couch cover and portiere with poinsettia design. Illustrated in

Harriet Joor, “Stenciled Draperies for a Brown and Gold Living Room,”
The Craftsman, May 1911, 216, 217.

Poinsettia design by Harriet Joor, illustrated in “Stenciled Draperies for a
Brown and Gold Living Room Designed by Harriet Joor,” The Craftsman,
May 1911, 216.

Table Runner with Poinsettia design for all-white embroidery designed by
Harriet Joor. Illustrated in “Lessons in ‘“Needlework,” The Craftsman,
November 1907, 223.

Photograph of Harriet Joor (third from left) with other members of the
American Association of University Women, Lafayette Chapter,
December 1928. From SLI Photograph Album No. 2, 1927-1934, p. 91
photo 1365. University of Louisiana at Lafayette Online Collection,
accessed February 20, 2012.
http://louisdl.louislibraries.org/cdm4/item_viewer.php?CISOROOT=/SIP
&CISOPTR=354&DMSCALE=93.89671& DMWIDTH=600& DMHEIG
HT=600&DMMODE=viewer&DMTEXT=%20Harriet&REC=3&DMTH
UMB=1&DMROTATE=0

vii


http://louisdl.louislibraries.org/cdm4/item_viewer.php?CISOROOT=/SIP&CISOPTR=354&DMSCALE=93.89671&DMWIDTH=600&DMHEIGHT=600&DMMODE=viewer&DMTEXT=%20Harriet&REC=3&DMTHUMB=1&DMROTATE=0
http://louisdl.louislibraries.org/cdm4/item_viewer.php?CISOROOT=/SIP&CISOPTR=354&DMSCALE=93.89671&DMWIDTH=600&DMHEIGHT=600&DMMODE=viewer&DMTEXT=%20Harriet&REC=3&DMTHUMB=1&DMROTATE=0
http://louisdl.louislibraries.org/cdm4/item_viewer.php?CISOROOT=/SIP&CISOPTR=354&DMSCALE=93.89671&DMWIDTH=600&DMHEIGHT=600&DMMODE=viewer&DMTEXT=%20Harriet&REC=3&DMTHUMB=1&DMROTATE=0
http://louisdl.louislibraries.org/cdm4/item_viewer.php?CISOROOT=/SIP&CISOPTR=354&DMSCALE=93.89671&DMWIDTH=600&DMHEIGHT=600&DMMODE=viewer&DMTEXT=%20Harriet&REC=3&DMTHUMB=1&DMROTATE=0

Introduction

This thesis examines the life and work of artist, designer and craftswoman Harriet
Coulter Joor (1875-1965), a textile designer and advocate for a broader acceptance of the
Arts and Crafts Movement in the United States. It traces Joor’s career from its beginnings
as a pottery and needlework designer at Newcomb Pottery in New Orleans, to her freelance
writing and design work for American Arts and Crafts impresario Gustav Stickley’s
furniture and home furnishings company the Craftsman Workshops and magazine The
Craftsman, to her work as an independent designer and educator in Chicago, and many
years as a freelance magazine writer. This is the first comprehensive study of Harriet
Joor’s professional artistic career beyond her years as a Newcomb Pottery artist, and the
first to carefully consider her influential role as a textile designer for Stickley’s Craftsman
Workshops. In so doing, it also reconsiders the important role that Arts and Crafts textiles
played in introducing the movement to a wide audience of American consumers and
amateur artisans, and locates Joor’s contribution to this dissemination of ideas and

techniques.

Introduction to the Topic

Harriet Joor, a daughter of the post-Civil War American South, was born in a small
prairie town in Texas to parents Dr. Joseph Finlay Joor and Ella M. Joor. Her father’s
work as a physician and botanist brought the family to New Orleans when Harriet (or
“Hattie”) was a young girl, and she spent her adolescence and young adult life in that
vibrant city. As a member of one of the earliest graduating classes at H. Sophie Newcomb
Memorial College — Tulane University’s women’s coordinate college — Joor was among

the first artisans recruited to join the school’s famed pottery enterprise. Founded in 1895 as



a model industry in which young women received payment for their work as pottery
designers, Newcomb Pottery eventually became one of the most well-respected art
potteries in the United States.

Joor remained employed as a Newcomb Pottery designer for ten years, between
1895 and 1905, and her Newcomb pottery pieces are present in many modern museum
collections. Her work as a Newcomb pottery artist has been well-documented and studied
in several previous publications, including the 2003 text (updated from an earlier 1984
edition) Newcomb Pottery and Crafts: An Educational Enterprise for Women 1895-1940
by Jessie Poesch and Sally Main, and Suzanne Ormand and Mary E. Irvine’s 1976 book
Louisiana’s Art Nouveau: The Crafts of the Newcomb Style. In 1900 and 1903 Joor spent
several weeks in Ipswich, Massachusetts studying under the artist Arthur Wesley Dow at
his influential summer school. This aspect of her education has been detailed in Nancy
Green and Jessie Poesch’s Arthur Wesley Dow and American Arts & Crafts (2000)
although the scope of that work is limited to the extent that Joor and her fellow Newcomb
artists incorporated elements of their education under Dow inter their work at Newcomb
Pottery.

Through imprecise biographical accounts it was known that Joor left New Orleans
in 1905 to take a teaching position in the Education Department at the University of
Chicago, and that she worked for The Craftsman magazine published by Gustav Stickley,
whose furniture and home furnishings business United Crafts (renamed the Craftsman
Workshops in 1904) was, in the first decade of the twentieth century, the hallmark
company of American Arts and Crafts furniture and home furnishings. Joor’s byline

appears many times over the course of The Craftsman’s publishing run, beginning in 1905



with several short fiction pieces and continuing through 1915 when her writing was more
inclined toward instructional articles on handmade home textile projects.

Though anecdotal evidence indicated that Joor also did freelance design work for
Stickley’s company, only recently has this been confirmed by the discovery of several
clippings from The Craftsman in a personal scrapbook of published designs and articles
that Joor maintained throughout her life. The clippings are from a set of 1907 articles by an
unknown author featuring photographs of embroidered and stenciled textiles, with
instructions for readers on how they might be imitated in one’s own home, and advocating
their appropriateness for use in adorning the “craftsman home.” Many of the embroidered
textiles featured in the magazine, designed and also likely executed by hand by Joor, were
eventually put into production by Stickley’s Craftsman Workshops and sold through
catalogs nationwide.

As a result of this scrapbook discovery, in the last decade Joor has begun to receive
credit as designer for several Craftsman textiles. In David Cathers’ 2003 monograph
Gustav Stickley Joor is credited as one of Stickley’s many heretofore anonymous textile
designers, and the artist responsible for many of the patterns that became the hallmarks of
Stickley’s textile offerings. In the 2010 exhibition Gustav Stickley and the American Arts
and Crafts Movement organized by the Dallas Museum of Art, and its associated catalogue
of the same name edited by Kevin W. Tucker, Joor is given design credit for several
embroidered table runners and curtains included as part of the show. However, even as
Joor begins to receive recognition for her design work for Stickley’s firm these attributions
have remained inexact and somewhat speculative, and many aspects of her life and career

remain unexamined.



In addition to her work at Newcomb Pottery and for Stickley’s company, Joor also
maintained a personal art studio and learning space in Chicago, which she established
following the time spent as a teacher of clay modeling at the University of Chicago’s
University Elementary School. She was an active participant in the city’s arts scene and
showed her own handwork in embroidered and stenciled textiles and pottery at the Art
Institute of Chicago’s annual Art Craft Exhibitions. Her work as a textile artist probably
grew out of her involvement in the needlework department at Newcomb College, which
was founded while she was still an active Newcomb pottery decorator in New Orleans. The
skills in embroidery and design that Joor cultivated at Newcomb became the basis for her
subsequent career as a writer of instructional articles on home textile projects, which were
printed in The Craftsman magazine as well as several other home and shelter magazines
aimed at female audiences, including The Woman’s Home Companion, Country Life and
House Beautiful among others.

In Joor’s nonfiction writing one detects strong evidence for her total devotion to the
handmade ideals of the Arts and Crafts movement — ideals that thoroughly informed the art
education she received at Newcomb College, and which pervaded the learning
environment of Dow’s Ipswich Summer School in the years she attended. In promoting
handmade craft activity among her readers, Joor echoed the sentiments of the early
advocates of the Arts and Crafts Movement. In A Common Chord: A Thanksgiving Story,
which she wrote for The Craftsman magazine in 1905, one character states that “it is the
knowing that one’s work is as well done as one’s hands can do it, that really gives one
courage.”1 Joor’s complete personal devotion to the tenets of the movement can be inferred

from her decision late in the first decade of the twentieth century to become a homesteader



in South Dakota, fulfilling the ideal of many of the most devoted Arts and Crafts
practitioners to achieve the “simple life.” For several years Joor lived in a one room sod
brick cabin on the Dakota plains, an experience she wrote about as a model for
romanticized simplified living in The Craftsman and House Beautiful.

This thesis offers a comprehensive assessment of Harriet Joor’s career as an artist,
designer, writer and educator, and seeks to present a cohesive picture of Joor as an
individual ideologically aligned with the Arts and Crafts Movement. It also examines the
extent of Joor’s involvement in Stickley’s business enterprise in greater detail than ever
previously attempted, offering a definitive inventory of the Craftsman embroidered textile
designs that are attributable to Joor. Not only did Joor help to shape the aesthetic design
sensibility of Craftsman textiles, she also brought a technical sensibility to Stickley’s
enterprise that bears the mark of influence from Newcomb’s needlework department, in
which Joor was undeniably involved.

The Newcomb conventions that Joor brought to Stickley’s textile department,
which include a reliance on embroidered designs, as opposed to a combination of
embroidery and appliqué as many previous Craftsman textiles had done, and the use of
simple darning stitches to create a pattern, were developed to serve an ideological purpose
as well as an aesthetic one. Embroidery at Newcomb was conceived as an accessible
avenue of applied artistic activity, especially for women, as it relied on skills that most
women possessed from childhood, and required a limited number of specialized or
expensive materials — a needle, ground fabric, and small array of colored threads were all
one needed to create a beautiful piece of art. Joor introduced this outlook to Stickley’s

company, where it subsequently shaped the way in which textile products were marketed.



Embroidered household textiles that Joor designed for Stickley’s Craftsman Workshops,
such as table runners, table scarves and curtains, were offered for sale as kits as well as
finished products. When consumers purchased these textiles as kits, they received a length
of ground linen with the design stamped onto it, as well as the sets of embroidery floss
necessary to complete the project. In this way, Joor’s designs could conceivably be
executed by a nonprofessional embroiderer for use in adorning their own home.

This study is important not only because of the influential role that Harriet Joor
played in the history of Craftsman textiles or her role as an advocate for the handmade
ethos of the Arts and Crafts Movement. Joor is also worthy of study as an example of one
of countless women designers of her era who never received recognition for their
contribution to the American Arts and Crafts Movement. Of the many women who worked
anonymously for Stickley’s textiles department, Harriet Joor is one of the few names
known to modern historians.

The historical lack of recognition for women artists is a prevalent concern across
many areas of art history, but in the case of the Arts and Crafts Movement it is a topic that
has received much focused attention. In the 1980s historian Anthea Callen observed that
the Arts and Crafts Movement helped to perpetuate the restrictive gender roles of the
Victorian era, in which male and female identity were sharply divided into separate
“spheres,” men belonging to the professional, commercial, creative sphere with women
relegated to the domestic, familial, moralistic realm. Callen argued that women’s activities
in the Arts and Crafts Movement were limited to crafts that drew upon traditional female

occupations, such as embroidery, china painting, and jewelry making.?



More recently, Catherine Zipf has proposed an alternate understanding of women’s
activities in the Arts and Crafts. Zipf argues that the tenets of the Movement, which
stressed the home environment and hand production, actually elevated the value of crafts
such as embroidery and other “feminine” pursuits, bestowing a sense of artistic validity on
these artistic activities. Further, because artistic pursuits were deemed socially acceptable
activities for nineteenth-century women, the increased interest in domestic crafts provided
a middle ground in which women could translate their artistic skills into professional
activities without upsetting the established social status quo. At a time when women had
few professional options, the Arts and Crafts Movement supplied an acceptable avenue for
them to engage in business and put their skills to commercial use.’

Joor’s career appears to fit within this second frame of interpretation. She took
advantage of almost every avenue of employment available to woman of her era — teacher,
designer, artist, and writer — and became an active agent in shaping the landscape of the
American Arts and Crafts Movement. She served as a link between Newcomb needlework
and Craftsman textiles, making it possible to state with certainty that Newcomb
conventions directly influenced Craftsman textiles, whereas the two enterprises were
previously considered stylistically similar contemporaries. Craftsman products were
prominent enough to virtually define the appearance of Arts and Crafts furnishings in the
United States — thus Joor’s Newcomb-inspired needlework designs for Stickley’s company
helped shape the conventions of all American Arts and Crafts textiles in the early twentieth
century.

Joor also worked tirelessly as a popularizer of the movement, writing about

handicrafts and developing accessible craft projects for a generalized reading audience.



While Joor’s Craftsman readers may have been sympathetic to the Arts and Crafts
Movement, her articles for other magazines was more generalized, and often consisted
mainly of women. These articles offered concrete methods of incorporating handicrafts
into one’s household routine and translated the high-minded ideals of the Movement into
practical advice. While the Arts and Crafts as a Movement spread in the United States
mainly through intellectual channels, manifesting itself in elite exhibition societies and
organizations headed by scholars and artists, Joor presented the core values of the
movement to the burgeoning middle-class and applied it directly to their lives.

Due to the diversity of activities that Joor undertook during her career, a
comprehensive study of her work must address a variety of issues and requires an
interdisciplinary approach. Issues of accepted gender roles and gendered activities are
relevant to her story, as pointed out above. The Arts and Crafts Movement served a major
turning point for the elevation of domestic and craft activities to the role of fine art, and
this shift in perspective was closely related to the changing role of women artists in the late
nineteenth and early twentieth century.

Because Joor produced designs that were not only put into commercial production
but also published in magazines as models for amateur craftspeople to emulate, her design
work must be understood in terms of its audience and their engagement with her work in
addition to its own identity and influences. Joor’s articles on home textile projects fall
within the discipline of “do-it-yourself” culture, and her textile designs offered as
needlework kits by the Craftsman Workshops function as further mediated inroads into
home craft production. As design historian Clive Edwards has pointed out, scholarly

investigation into “do-it-yourself” culture benefits from an approach that considers issues



of production, consumption, mediation and identity.* This thesis attempts to address many
of these issues in its discussion of Harriet Joor and the implications of her work. For
example, many of Joor’s designs for Stickley’s company were executed by the now
anonymous amateur artisans who purchased Craftsman needlework kits. The finished
products reflect not only the Craftsman brand or Joor’s stylistic and technical influence,
but also the intentions of the needleworker, for whom Craftsman kits acted as an

opportunity for direct engagement with the Arts and Crafts Movement.

Summary of Chapters

In the first chapter Harriet Joor’s early life and education is discussed in detail,
taking into account the cultural and intellectual environment in New Orleans that led to the
foundation of a comprehensive college for women and the establishment of the school’s
associated art pottery in 1895. The principles of conventionalized design and composition
that Newcomb decorators learned, which was heavily based on local plant and flowers and
other natural forms, informed Joor’s design work throughout the rest of her life, including
the designs she devised for embroidered textiles that were sold by Stickley’s Craftsman
Workshops. The two summers that Joor spent at Arthur Wesley Dow’s Ipswich Summer
School, in 1900 and 1903, were also very influential for her artistic and professional
development, and they are likewise discussed in this chapter. In particular, Joor’s time in
Ipswich represents the first time as a young adult that she spent time away from her home
in the South, and among a community of fellow artists, designers and intellectuals, many
of them independent women very much like the one she would eventually become.

Chapter two is devoted primarily to Joor’s work for Stickley’s company, which

began in 1905 when she contributed several short fiction pieces for publication in The
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Craftsman. Concurrently to her early work at The Craftsman, Joor moved to Chicago to
assume a new post at the University of Chicago’s University Elementary School and began
to establish herself as a professional artist and educator in that city. Before long, however,
she returned to The Craftsman, contributing a series of designs to illustrate a set of articles
instructing readers on the art of simple embroidery and stencil work to adorn household
textiles, appearing in the magazine in late 1907. As this chapter relates, the following year
many of Joor’s embroidery designs from the magazine were subsequently offered for sale
in the 1908 catalogue Craftsman Fabrics and Needlework from the Craftsman Workshops.
Joor’s designs, which relied only on careful embroidery done in simple stitches on rough,
homespun linen differed from other Craftsman textile offerings, which often incorporated
appliqué or other more complex sewing techniques. The simplicity and accessibility of her
designs allowed for their easy adaptation into kits — also sold through the same catalog —
which offered purchasers the opportunity to embroider their own household textiles for a
lower price.

The third chapter focuses mainly on Joor’s career as a nonfiction writer, which
began in earnest in 1909 while she was living in Chicago. Joor initially wrote magazine
articles that described the work of fellow women artists, highlighting the unique,
handcrafted pursuits of other women working in the textile arts. However, her articles
quickly progressed to detailed instructional affairs, describing fully conceived room-wide
textile treatments and offering comprehensive instructions for executing these projects.
The articles were often illustrated with photographs of the completed textile items, as

executed by Joor herself.
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The impetus for writing these articles was twofold: in part, Joor wrote to take
advantage of an easily available source of independently earned income for an early
twentieth-century American woman (she kept careful notes of her earnings for each article
in her personal design scrapbooks). Writing served as an important profit source for Joor
during the period between roughly 1910 and 1915 when she was living in South Dakota as
a homesteader, when other sources of income from farming were scarce. But on an
ideological level, Joor wrote these articles in order to introduce the notion of handmade,
simple living to a wide audience of fellow women readers. Her articles provided
instructions and patterns for home stenciling and embroidery projects that yielded
beautiful, useful end products: curtains, table scarves, sofa coverings and other domestic
textile items that could effectively and economically change the character of a room or
household. Following the tenets of the Arts and Crafts scion William Morris whose words
she led her own life by, Joor conceived of the home as a calming space in which art served
as an essential element.

Joor presented her own life as a model for others to imitate: writing about her
experience living simply on the Dakota plains for House Beautiful, she described the
rustic, handmade items that adorned her humble cottage to highlight the satisfied simplicity
with which one might live away from the rumble of the urban environment and its
preponderance of factory-made items. Summing up this sentiment in 1913, she wrote to a
journalist friend back in Chicago:

[W]hen I said the elements of happiness were few and simple, you asked what they

were. | think they are just these: A few friends, a few books, a little roof large

enough to shelter the friends and the books, a little quiet time each day to do the
work that one loves, and peace and quiet to fold on in when the day’s work and joy

are gone — the unutterable peace of big starlit skies and far-rolling prairies a-
shimmer in the white moonlight.®



12

Chapter One: Early Years and the Roots of an Artist’s Life:
Newcomb Pottery and Needlework, and Arthur Wesley Dow’s Ipswich Summer School

Introduction

This chapter traces Harriet Joor’s education as an artist and designer, beginning
with art classes at H. Sophie Newcomb Memorial College in New Orleans as an
adolescent, and continuing through her development into a mature designer and artisan as a
professional pottery decorator at the school’s associated crafts industry Newcomb Pottery.
It also considers the impact that Arthur Wesley Dow’s Ipswich Summer School, which
Joor attended on a Newcomb scholarship in the summers of 1900 and 1903, had on her
intellectual and personal development as a designer and independent woman working in
the art world of the early twentieth century. Finally, it explores Joor’s involvement in
Newcomb’s needlework department, one of many associated crafts enterprises that
flourished at the school following the success of its pottery.

Beyond offering a simple account of Joor’s early life and schooling at Newcomb
College, this chapter also explores the cultural and economic climate of New Orleans in
the last quarter of the nineteenth century, shedding light on the developments in women’s
activities and artistic education that gave rise to the foundation of Newcomb College, and
the establishment of its craft enterprises. It contextualizes Newcomb’s pottery industry
within the broader Arts and Crafts Movement and explores the aesthetic and ideological
lessons that Joor internalized and incorporated into her own work as an independent
designer.

This chapter also considers Joor’s education under Arthur Wesley Dow beyond its

manifestation in the formal aspects of her design work at Newcomb and elsewhere, a topic
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which has previously been explored. Rather, it takes into account Ipswich’s role as an
important crossroads for the artists who went on to shape the artistic landscape of the
United States, and significantly the Arts and Crafts Movement. At Dow’s Ipswich Summer
School Joor was integrated into a community of fellow artists, many of them independent
working women like herself. It was an important place where she forged professional and
personal ties that would aid her career growth.

This chapter will make the first detailed case for associating Harriet Joor with the
needlework department at Newcomb College and outline the formal characteristics of
Newcomb embroidery, which are demonstrably present in Joor’s later designs for Gustav
Stickley. It also discusses the cultural and conceptual shifts of the Arts and Crafts
Movement that allowed for the development of “high art” embroidery, defined in
opposition to earlier concepts of needlework textiles which were often characterized as
lowly “women’s work.” This conceptual shift also occasioned for the inclusion of
embroidered and appliquéd textiles among the goods marketed in Craftsman catalogs as
ideal compliments to the heavy oak “mission-style” furniture sold by Stickley’s company,

a subject explored in further depth in the second chapter.

Beginnings in New Orleans

In New Orleans, Harriet Joor grew from a girl into a young woman. There she
received her education, learned to see the world with the eyes of an artist and a
craftsperson, and set on the path to becoming an independent, working modern woman. At
Newcomb Pottery she was taught to seek artistic inspiration from her natural surroundings
and to appreciate Southern flora and fauna, both for its formal aesthetic qualities and for its

importance as a representation of the city she called home. Throughout her career Joor
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took this approach to heart and her design work was always informed by nature. The
needlework patterns she produced for Gustav Stickley took the form of conventionalized
plant and floral forms. Joor’s China Tree embroidery design for Stickley (fig. 1),
incorporated a natural form that she deeply associated with her memories of growing up in
New Orleans. In a short story she published in The Women'’s Magazine in 1910, a pair of
adult friends reminisce about their childhood school days, remembering the china tree in
their old school yard “that furnished ammunition for our ‘shooters.”® In this story the
china tree and its berries — used as fodder for children’s pellet guns — become emblematic
of childhood and its simple delights. Nostalgia for youth and longing for the city of New
Orleans, which Joor left in 1905 at the age of thirty, are themes that she continued to return
to in her writing and design work throughout her career.

Joor’s father was an accomplished botanist, and although her affinity for plants and
flowers as sources for design inspiration was doubtlessly encouraged by her instructors at
Newcomb College, devotion to nature was certainly impressed upon her at an early age.
Joseph Finlay Joor (fig. 2) also studied to become a physician, earning a degree from the
New Orleans School of Medicine in 1870. He later became a practicing doctor in Texas,
first working in a small prairie town called Harrisburg, and later in Birdston (both are now
ghost towns).” While living in Texas Dr. Joor married and began a family, with son
Samuel born 1872 and Harriet following in 1875. Harriet’s younger brother William was
born in 1877, and sisters Ella, Eva and Daisy were born in Birdston in 1879, 1881 and
1882.°

In 1884 Dr. Joor was asked to prepare an exhibit of woods and other plant samples

for the Texas display at the World’s Industrial and Cotton Centennial Exposition to be held
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in New Orleans later that year. His profile among the scientific botany community was
significantly elevated by this honor. He was appointed Commissioner of Forestry in
Louisiana, but soon left this post to accept a job at the newly founded Tulane University in
downtown New Orleans. He was appointed Assistant Curator of the school’s museum in
October 1888, thereby ensuring that the Joor family would call New Orleans home for the

foreseeable future.’

The Cotton Exposition and the Development of Art Education in New Orleans

Opened in December 1884, the World’s Industrial and Cotton Centennial
Exposition was officially organized to commemorate the hundredth anniversary of the first
shipment of United States cotton to Europe in 1784. Its scope soon grew larger and more
international, with promoters modeling the event after the influential Philadelphia
Centennial Exposition of 1876. Although the cotton industry was its chief feature, its
exhibits encompassed “all arts, manufactures, and products of the soil and mine.”*?
Planners hoped that the exposition would provide opportunities for increased economic,
industrial, and cultural development for New Orleans — a city that had failed to regain its
antebellum status as one of the nation’s most important urban ports following the Civil
War. In the early 1880s the city was struggling to put aside memories of war defeat and
federal military occupation during Reconstruction, and the promise of commercial revival
brought by the exposition fit within the idea of the “New South” as promoted by many
Southern politicians and journalists.™

In addition to displays of natural science, horticulture, industry and technology,

several artistic and educational displays were on view at the Cotton Centennial. The

exposition’s art gallery housed what was probably the largest art collection ever displayed
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in the South at the time. Many of the nation’s art and design schools mounted exhibits of
student work and several international displays were organized, including a large collection
of Japanese ceramics. In the Women’s Department an impressive variety of different
traditional domestic handcrafts were shown, such as knitting, crochet, embroidery and lace
work. Other women’s art exhibits included etchings, water colors, oil paintings and wood
carvings.*?

The Women’s Department at the Cotton Centennial Exposition was headed by Julia
Warde Howe — a prominent social activist and supporter of women’s rights, and a
Northerner, which drew some criticism from local women’s groups. Nevertheless, the
displays and activities at the exposition’s Women’s Department were a strong success,
sparking a widespread interest in women’s issues not previously seen in New Orleans.
Arguing in favor of the women’s exhibit in the exposition, Howe explained that:

the world remains very imperfectly educated concerning women. They are liable to

be regarded as a non-producing class, supported by those to whom in the nature of
order their life is a necessary condition of existence, itself.

For somewhat conservative New Orleans, which had not previously been much exposed to
New England suffragettes or progressive women activists, many of the displays at the
exposition’s Women’s Department were an inspirational revelation. In a city still suffering
from the economic depression resulting from the end of the Civil War, the idea of women
independently working and earning money was a welcome notion — if still rather
unorthodox for the time.

Art courses offered at the Women’s Department became one of the biggest draws
for New Orleans’ female residents. Inspired by the displays from other women artists, and
especially the work sent by designs schools suck as the Massachusetts Normal School and

Rhode Island School of Design, the women of New Orleans began to see themselves
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differently.** Interested in the possibility of pursuing employment or simply seeking self-
fulfillment, they flocked to the art courses in large numbers. Although she was too young
to participate in these courses herself, young Harriet Joor certainly must have been aware
of this major shift in interest toward employment and the arts among the women of her
community.

Brothers William and Ellsworth Woodward — who were both instrumental in the
establishment of the Newcomb College art department and its educational business
enterprise, Newcomb Pottery —established their careers as art instructors in New Orleans
under the auspices of the Cotton Centennial Exhibition’s Women’s Department. William
was hired by Tulane University as a professor of architecture and painting in 1884, and
soon thereafter was recruited to teach art courses at the Women’s Department at the Cotton
Exposition. His younger brother Ellsworth was later hired to teach alongside him, arriving
in New Orleans in January 1885 to teach painting, designing, woodcarving, stenciling,
metalwork and clay modeling. The Woodwards’ classes proved to be extremely popular,
with lines forming outside their studio space hours before each class began.*

At the close of the Exposition in 1885 there was sufficient demand for the
continuation of women’s art courses that the Woodwards, in conjunction with several of
their most interested students, organized the Ladies’ Decorative Art League. This
organization was followed by another more specialized group, the New Orleans Art
Pottery, aiming to serve the members of the League interested in pottery decoration. These
organizations acted as predecessors to the pottery enterprise founded at Newcomb College

several years later, and thus it is possible to draw a direct link from the Woodwards’ art
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courses at the Women’s Department at the Cotton Centennial Exposition to the foundation

of the Arts and Crafts enterprise known as Newcomb Pottery.

H. Sophie Newcomb Memorial College

H. Sophie Newcomb Memorial College was founded in 1886 as a women’s
coordinate college to Tulane University. It was established with an endowment from
Josephine Louise LeMonnier Newcomb as a memorial to her daughter who died at the age
of fifteen from diphtheria.’® When it opened in 1887 Newcomb College was the first four
year women’s coordinate college in the country and provided an unprecedented
opportunity for Southern women to receive a thorough academic education. In its first year
the school had fifty-nine students enrolled in academic classes and ninety-one enrolled as
special students and in art courses.'” Ellsworth Woodward was hired to organize the
school’s art department and Gertrude Roberts Smith, a New Englander and a graduate of
Massachusetts Normal School, was hired in 1889 to teach drawing and painting courses.

Dr. Joseph F. Joor eagerly took advantage of the tuition benefits offered to Tulane
University employees, enrolling not only his sons but also each of his daughters in courses
at Tulane and Newcomb, respectively. Each Joor daughter matriculated in preparatory
classes as well as undergraduate courses. Harriet Joor (or “Hattie” as she was commonly
known while enrolled at Newcomb) showed an early interest and aptitude for art courses.
During her first year of enrollment in 1888 she completed a year as a “Special Art
Student.” As a freshman undergraduate student in 1890 Joor earned high marks overall, but
her grades in the subject of Drawing were unmatched by any of her peers.'® Over the
course of her studies Joor’s academic performance was inconsistent, probably owing to the

state of her health which was, by all accounts, frequently poor. On a certificate Joor
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received following completion of her first art course, she wrote the following note in
pencil:
I'was 13 in 1888. I was frail that year so Papa let me take an art course as “less
strain” than school work. The next year, I went into Newcomb’s Preparatory
Academy.*®
Hattie would endure bouts of frailty and poor health throughout her life, a trait that was not
uncommon in the Joor family. Dr. Joor himself reportedly suffered from a weak

constitution and broken health which he and his physicians attributed to overwork and the

demanding lifestyle of a practicing physician.?

Newcomb Pottery: A Model Industry for Young Women

Hattie Joor’s graduation in1895 (fig. 3) coincided with the first ceramic course
offered at Newcomb College, the first stage in a new project proposed by Ellsworth
Woodward. He was aware that many of the young women receiving their education at
Newcomb College were in need of wage-earning jobs after graduation, and equally aware
that the economically depressed, largely rural post-Civil War South was not a fertile
ground for employment. Woodward proposed that the college set up a model industry to
teach its students valuable skills and provide an opportunity to earn profits from their
labors. Inspired by the activities of the New Orleans Art Pottery Company, he suggested
the school establish a pottery enterprise. Reasoning that the relative cultural and economic
isolation of the South had prevented the people of New Orleans from developing an
appreciation for the commercial and cultural value of art, he thought this undertaking
would help to stimulate an interest in the “spiritual value of art” and support for art
education. The progressive, socially conscious underpinnings that led to Newcomb

Pottery’s foundation might be traced to Woodward’s educational roots at the reform-
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minded Massachusetts Normal School. Under the guidance of Walter Smith, a teacher and
administrator from the English South Kensington system, students at the school were
exposed to the design reforms and social philosophies that informed the burgeoning Arts
and Crafts Movement in contemporary Great Britain.?

Aurt teacher and ceramics scholar Mary Given Sheerer was hired to supervise
pottery decoration at Newcomb’s fledgling industry. She presided over a course in china
painting offered at the college in 1894, and in 1895 offered a course in ceramic arts “by
which a complete knowledge of pottery manufacture and ornamentation [was] made
possible.”?® Although clay modeling was likely covered in this course, the female students
and employees of Newcomb Pottery ultimately never participated in the throwing and
modeling of the clay bodies that they decorated. Instead, Newcomb employed full-time
potters Joseph Fortune Meyer and George Ohr to fabricate the pottery blanks that the
women decorated by incising and painting with colored slips. This reflected the typical
gendered breakdown of ceramic production during this time, a convention that likely grew
out of the practice of china painting, popular among women in the mid-to-late nineteenth
century. Hattie Joor enrolled in Sheerer’s ceramic course in 1895, along with nine other
students.?* This group of women formed the core of Newcomb Pottery’s first team of
decorators.

Joor’s earliest decorated pottery pieces illustrate the character of the pottery’s early
phases of experimentation with different styles and techniques. An inkwell that she
decorated in 1897 (fig. 4) features a violet design painted in colored slips against an olive
green ground. Painted slip decoration of this type involves painting with a thin mixture of

colored clays and water directly onto the unfired clay vessel. This was the predominant
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method employed by the decorators at Rookwood Pottery, who took advantage of the level
of detail and subtlety of color afforded by the technique to paint realistic floral and plant
motifs. The method was eventually abandoned by Newcomb Pottery decorators in favor of
painting on pre-fired biscuit ware, as it was deemed too difficult to control the unfired clay
material in the warm, humid climate of New Orleans.?

Even early Newcomb pieces like Joor’s inkwell follow a convention that
characterized the Pottery’s output for its entire existence — drawing from the natural
flowers and plant life of the New Orleans bayou and Gulf Coast region as sources of
design inspiration. The decision to look to the natural Southern environment for design
motifs is in keeping with the philosophy of John Ruskin, who recommended turning to
nature for inspiration to escape design based on meaningless imitation. Drawing from the
local, vernacular context, Ruskin argued, enabled artisans to imbue their work with
authentic beauty without having to rely on imitations of historical or academic design.
Rooting their ceramic art in the local natural landscape, Newcomb artists produced unique
wares with a connection to their native context — an attribute that was attractive to Arts and
Crafts enthusiasts, who prized designs derived from nature

The majority of Harriet Joor’s known Newcomb Pottery pieces were executed
between 1900 and 1905. Beginning in 1901 Joor and twelve other women were listed as
active Pottery Designers in the Newcomb College section of the annual University
Bulletin.?® Prior to this, Joor and her fellow artists were generally classified as Special Art
students or Graduate Art students. This re-classification indicates a shift in attitude within
the Pottery and a changing perception of the industry’s output and the artists responsible

for it. The year immediately prior was significant for Newcomb Pottery, with events that
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shaped its artistic direction, its financial viability, and its prominence on the national and
international stage.

In 1900, Newcomb sent several pieces to be displayed at the Exposition Universelle
held in Paris, in participation with other displays organized by the National League of
Mineral Painters.?” To the surprise and delight of the faculty, students and artisans of
Newcomb, their pottery was awarded a bronze medal. An article from the New Orleans
Times-Democrat from October 3, 1900 reported that works by Harriet Joor were among
the prize-winning pieces.?® Newcomb Pottery’s triumph at the Paris Exposition led to
many other significant exhibition opportunities; an invitation to show alongside Louis
Comfort Tiffany’s display at the Pan-American Exposition held in Buffalo in 1901 as well
as shows at the Chicago Arts and Crafts Society Exhibition, the Minneapolis Art and
Crafts Society Exhibition, the National Arts Club in New York and the Boston Society of
Arts and Crafts (fig. 5). Around this time the financial organization of the Pottery and the
handling of payment among decorators were reorganized. Funding was allocated to build a
new facility specifically dedicated to the activities of the Pottery — prior to this all work
was carried out in the unused chemistry laboratory in the college basement.?® Designed by
Woodward as a modern studio space in adherence to New Orleans’s historic French
colonial style, the new light-filled pottery studio fulfilled the ideal laid out by John Ruskin
in which contented artisans worked in attractive artistic surroundings (fig. 6).*

A further benefit afforded the school’s pottery program in 1900 was the securing of
scholarship funds to send two students to attend a summer school program operated by
artist and educator Arthur Wesley Dow in his home town of Ipswich, Massachusetts.

Dow’s textbook Composition, first published 1899 and widely consulted by artists and
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designers of the period, was certainly among those referenced by teachers, students and
decorators at Newcomb Pottery and his approach to design and illustration had a lasting
influence on the appearance of the school’s pottery pieces. Over the years Newcomb sent
several students to study at the Ispwich Summer School, but the first two to make the
journey in 1900 were Hattie Joor and her fellow pottery artist and student Amalie Roman.
For these young women, their trek to Ipswich was a step into the wider world and an event

that shaped the trajectory of their respective lives and careers.

Ipswich Summer School, Arthur Wesley Dow and “The Wide World”

Neither Joor nor Roman had traveled outside of the South prior to their journey to
Ipswich, and for both it was the first trip made unaccompanied by family or chaperone.
Although Joor was twenty-five years old at the time she had lived a relatively sheltered life
in New Orleans. Unmarried, she lived at home with her mother and younger sisters in a
house on Laurel Street close to the Tulane University campus.®* Reminiscing about this
first trip away from her beloved New Orleans much later in life, Joor remembered it as a
“wild and perilous journey [...] into the wide world.”%

Arthur Wesley Dow (1857-1922), their chief instructor at the Ipswich Summer
School, only began to formally study art in his mid-twenties, eventually traveling to Paris
to study at the famed Académie Julian. Dow had some success as a landscape painter but
was dissatisfied with the Paris Salon system. He found solace among the painters of the
Barbizon school in the natural landscape of Brittany and upon his return to the United
States he sought to recreate this atmosphere of artistic camaraderie and retreat by
establishing an artist colony in his home town in rural Massachusetts (fig. 7). In this colony

the seeds were sown for the artistic and educational retreat that became a major part of
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Dow’s teaching career, and had an incredible impact on the development of many artists
and craftsman of the time.

Once reestablished in the United States, Dow began a rigorous study of Japanese
art. Exposed for the first time to the works of Hokusai, Kunisada, Hiroshige and Utamaro,
Dow was struck by “their refinement, their brilliant and powerful execution,” and their
“subtle composition.” In Japanese art Dow not only found artistic inspiration for his own
art, but also a method for understanding composition and design that he felt was lacking
among contemporary art students. Inspired, Dow worked with his mentor and friend Ernest
Francisco Fenollosa, curator of Japanese art at the Museum of Fine Arts, Boston, to
develop a new educational system for art students based on the tenants of “harmonious
spacing” and notan — a Japanese concept referring to the interplay between dark and light
compositional elements. Dow promoted this system himself at the institutional level where
he used it to teach his students at Pratt Institute and the Art Students League, and later
helped shape the curriculum at Columbia University’s Teacher’s College where he served
as Director from 1904 until his death in 1922.3* In his lifetime Dow was successful as an
artist, but his most enduring legacy was that of a teacher, as many of his students went on
to become influential designers and craftsman, shaping the face of the American Arts and
Crafts Movement.

Dow’s former art colony in Ipswich was reorganized as an experimental art school,
which he conducted outside of the confines of the Pratt system according to his own ideas
and preferences.35 In the school’s early years Dow focused on imparting the compositional
strategies gleaned from his study of Japanese art. However, each year Dow placed

increased emphasis not only on learning new compositional techniques, but also on craft
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activities such as frame-making, woodblock printing and pottery throwing. This suited
Dow’s attitude that truth to materials and excellent craftsmanship should always be part of
the artistic process, and coincided with a national interest in the revival of handicrafts that
amounted to the beginnings of the American Arts and Crafts Movement.*

By 1900 when Harriet Joor and Amalie Roman made their trip to Ipswich, Dow’s
school was at its zenith of activity and popularity. In an interview she gave to a local paper
following her return to New Orleans, Joor described her fellow students as numbering
about ninety altogether, “art teachers, directors and ambitious aspirants — almost all of
them women (fig. 8).”%" At this time the school was also officially incorporated, becoming
formally known as the Ipswich School of Art.®® Describing her experience at Ipswich for
the benefit of a local journalist after her return to New Orleans, Joor rhapsodized about the
ideal setting and quaintness of the school’s village surroundings:

It was ideal, charming from beginning to end. The setting was such a perfect one

in which to work and study — dear old Ipswich town! Tansy town, it ought to be

called by right, from the glorious wealth of yellow blossoms that bank the
roadsides with solid gold during the midsummer months, when the ‘Queen Anne’s
lace’ is weaving its white web over the meadows!*

Joor’s sketches from the Ipswich School reaffirm the beatific natural surroundings
and the enthusiasm with which she and her fellow students turned to nature as a subject of
study and source of inspiration. The Queen Anne’s Lace of her description appears in one
of her pencil studies dated July and identified as being executed in Ipswich (fig. 9), and
another of her drawings augmented with watercolor pigments, dated July 29, 1900 (fig. 10)
depicts a group of the tansy blossoms and stems that she so identified with the New

England country town. Joor described each week’s curriculum as divided between two

days of criticism interspersed with three days of design study and sketching wild flowers.*°
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Another of Dow’s students, ceramicist Maud Mason, decorated a long cylindrical
vase with a design of Queen Anne’s Lace remarkably similar to Joor’s drawing in 1902
(fig. 11). Mason was an active member of the New York Society of Keramic Art, an
influential group that also included the famed china painter and potter Adelaide Alsop
Robineau.*”" Mason attended a series of Dow’s lectures delivered at the society’s
headquarters and also studied under Dow at the Ipswich School of Art in 1903, the same
year that Joor returned for a second session.*” Dow’s Ipswich School acted as a meeting
point and proving ground for many artisans with strong ties to the burgeoning American
Arts and Crafts Movement, and as a student Joor undoubtedly met and befriended many
fellow artists and designers like Mason. These friendships and connections may have
enabled her to begin fostering her own independent design career, perhaps influencing her
decision to ultimately seek employment with Gustav Stickley’s company.

At the Ipswich School of Art Joor certainly must have encountered Althea Harmer,
a home economics and domestic arts teacher from the Laboratory School at the University
of Chicago who came to Ipswich to teach textile courses. It is highly likely that Joor took
textile arts courses with Harmer.** As Joor was later hired to teach clay modeling in the
University Elementary School at the University of Chicago — the institutional successor to
the Laboratory School, it is possible that meeting Harmer allowed her to forge an
important connection to the Chicago community she would later join.

Almost immediately upon her return to New Orleans Joor began producing work
that bore the definite imprint of Dow’s influence. A three-handled tyg that she decorated c.
1901 directly cites a space-filling problem laid out in Dow’s Composition (fig. 12). In the

problem, the artist is instructed to draw a landscape (in his example, a grove of trees),
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reduce that drawing to its main lines and shapes, and arrange it to fit into differently sized
compositional fields (fig. 13). Joor’s tyg features a similar grove of trees cropped to
emphasize the repetitious verticality of the tree trunks, irregularly yet harmoniously
distributed around the surface of the vessel. Rather than using heavy black lines to add
emphasis to her design, Joor chose to incise the lines of her composition into the surface of
the vessel prior to the first firing. The technique eventually became a favored practice
among Newcomb pottery decorators, but this is thought to be the first example of its use.**
Perhaps owing to her training at the Ipswich School of Art, with its focus on analysis of
materials when creating a cohesive decorative design, Joor was one of the first Newcomb
decorators to recognize the benefits of incising the clay to heighten the effect of her design.
Another of Joor’s Newcomb ceramic pieces completed around the time of her
return from Dow’s Ipswich School features an all-over Cherokee Rose design in white on a
blue ground (fig. 14). The starkly graphic design, unusual for Newcomb wares in its use of
only one glaze color, is possibly evidence of Joor’s experimentation with a composition
made up of two sharply contrasting tones — as illustrated in one page from Dow’s
Composition (fig. 15) that features flower arrangements not unlike the design on Joor’s
pear-shaped lidded vase. The decoration was carried out using a scraffito technique in
which portions of the all-over blue glaze were scraped away to reveal the white underglaze
beneath. There is evidence that several of Joor’s fellow Newcomb decorators also
experimented with this technique, and two examples are known (fig. 16), one executed by
Joor’s fellow decorator Selina Bres and the other attributed to their instructor Mary Given
Sheerer. Joor decorated another piece in using the same technique and color scheme in

1902, producing a short pinched vase with a design of dogwood blossoms over an irregular
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linear grid (fig. 17). Joor’s scraffito ceramic pieces bear the mark of influence of Japanese
ceramics — perhaps owing to the exposure to Japanese art that she and her fellow students
received during visits to the Museum of Fine Arts, Boston under Dow’s supervision.*”> Her
dogwood patterned pinch pot in particular shows a talent for flattening and
conventionalizing floral forms into an effective graphic pattern — a talent that she would

later put to use in concocting needlework, and especially stenciled textile patterns.

Needlework at Newcomb College

The opportunity to participate in a diverse set of artistic pursuits and handicrafts at
Dow’s summer school may have awakened Joor’s interest in branching out into other
activities beyond pottery decoration. This sentiment was shared by several Newcomb
faculty members, and buoyed by the continued success of their pottery Newcomb
gradually introduced several other craft activities to the enterprises’ repertoire, including
pierced metalwork, beaded lampshades, and bookbinding. In 1902 a needlework
department was organized after having been long desired by both Ellsworth Woodward
and art instructor Gertrude Roberts Smith.

Viewing needlework as a relatively underappreciated frontier for artists of the Arts
and Crafts Movement, the Newcomb faculty emphasized the importance of good design
knowledge among their student embroiderers in order to escape the “dross of dilettantism”
that clung to the common practice of home needlework. Under the guidance of Gertrude
Roberts Smith, the head of the needlework department, students learned to employ
simplified designs inspired by nature. In an article for Brush and Pencil, Woodward
suggested that the chief distinguishing characteristic of Newcomb embroideries lay in “the

originality and freshness of its designs and charm of color,” “the deftness by which these
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are made to conform to the texture” of the fabric surface, and the embroiderers’ ability to
adapt their designs to the use for which the article was intended.*

The embroidery program at Newcomb sought to overcome many of the negative
connotations that embroidery had acquired during the nineteenth century, when it was seen
mainly as an amateurish handicraft for upper-class women. Woodward himself
acknowledged “the disrepute which vaguely clings to this noble art,” attributing it to “an
unconscious memory which we all have of ‘art’ needlework [...] whose inanity or whose
volcanic splendor has left with us a lasting resentment.”*’

Newcomb was certainly not the first institution to approach needlework as an
artistic pursuit. In the United States, needlework declined as a popular pastime for women
in the nineteenth century until 1876, when interest was revived by the display of virtuosic
and innovative artistic needlework from Europe at the Philadelphia Centennial Exposition.
Prominent among these displays were pieces from London’s Royal School of Art
Needlework, founded in 1872, which exhibited designs by Walter Crane and William
Morris. Artistic needlework was flourishing in Europe at the end of the nineteenth century,
and was already providing professional opportunities for women. May Morris, William
Morris’s daughter, took over as head of the embroidery workshop at her father’s design
firm Morris and Company in 1885 at the age of twenty three.*® At the Glasgow School of
Art, instructor Jesse Newberry presaged many of the conventions of the Newcomb
Needlework Department by suggesting that good design was of paramount importance to
needlework, and encouraging the use of inexpensive, accessible fabrics as well as simple
stitches. Her designs reached international audiences through their inclusion in expositions

and publication in magazines such as The Studio.*
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In the United States Candace Wheeler, a prominent New York society matron, was
inspired by the wares she saw displayed at the Philadelphia Centennial Exposition to form
the New York Society of Decorative Art in 1877. With an emphasis on needlework, the
Society aimed to “encourage profitable industries among women who possess artistic

%0 Many other schools of artistic needlework sprang up in the wake of the 1876

talent.
Centennial Exposition, including those at the Art Institute of Chicago and the Museum of
Fine Arts, Boston , and a renewed interest in embroidery developed among women’s clubs
of the same era.

With the introduction of the Arts and Crafts Movement in the United States came
an interest in preserving the local preindustrial activities of the past, which often included
needlework and textile traditions. In Deerfield, Massachusetts, National Academy of
Design students Margaret Whiting and Ellen Miller founded the Deerfield Society of Blue
and White Needlework in the 1890s to preserve and revive the art of Blue and White
crewel embroidery. The group designed its own patterns based on period pieces in its local
museum and worked with handmade materials from Berea College in Kentucky.>" Their
society formed the impetus of a growing Arts and Crafts community in Deerfield, and their
work was publicized through magazine articles and interviews.

The Newcomb Needlework Department was founded in the midst of this
reevaluation of the identity of embroidery in the context of the American Arts and Crafts
Movement. Newcomb embroiderers did their part to establish needlework as a legitimate
“artistic” craft rather than a mindless decorative pursuit by placing a thorough emphasis on
design — historically the purview of male artists, but at Newcomb a task undertaken by the

female embroiderers themselves. Uniting the roles of designer and artisan adhered to the
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goals of the Arts and Crafts Movement, and hence Newcomb embroidery fundamentally fit
into the Arts and Crafts model more completely than Newcomb pottery, in which the
female designers were responsible for conceiving of and executing their surface designs,
but male potters actually threw and shaped the clay vessels on which they worked.

Newcomb embroideries were done on hand-loomed linens, often using “interesting
homespun cloths of linen and cotton woven in the mountains of Tennessee, and the flat
reaches of Teche country.”* Sometimes Newcomb embroiderers worked on imported
Russian crash, a rough-looking fabric often made up of linen, jute or a blend of both.
Designs were worked in tussah silk thread, an imported product made of wild silk. As this
silk was collected from the wild rather than reared in captivity, the silken filaments were
often severed when the moth left the cocoon meaning that the fibers needed to be spun like
cotton or wool.>® This gave the silk thread a duller appearance than continuous filament
silks, which suited the muted tones and more humble, handmade appearance favored by
Newcomb artists.

In keeping with the philosophy that needle working should be an accessible skill
that all Newcomb artisans could acquire, Smith had her students work primarily in four
simple stitches that were easily learned and executed: the darning stitch, running stitch,
buttonhole stitch and cross stitch. Of these, the darning stitch was used most heavily and to
virtuosic effect, a unique characteristic of Newcomb embroidery. Darning stitch is
essentially a simple running stitch carried in and out of the fabric to form a line of stitches
on either face. When executed in a straight line along the same axis as the warp or weft
threads of the ground fabric darning stitch can give the impression of being woven into the

fabric surface (fig. 18). In traditional embroidery it was usually used for background fill
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and was typically understood as a relatively simple technique, offering less opportunity for
sophisticated visual and tactile effects than the more difficult satin stitch, buttonhole stitch,
chain stitch and couching that needleworkers often employed. To avoid any repetitive
stacking or “brick™ effects that might arise from repeated use of simple linear darning
threads, students learned to space their stitches at graduated lengths, a technique that also
added color and interest to their designs (fig. 19).>*

The simplicity of materials and techniques that characterized Newcomb embroidery
served a further purpose beyond aesthetics. Practically speaking, these aspects of
Newcomb embroidery allowed for a level of accessibility not available in other crafts. As
Woodward wrote:

This field, moreover, is especially accessible to women, [...] but it is especially

accessible to them by reason of a technique practiced from childhood and needing

only the culture of artistic training to flower at once into an art-craft of puissant

beauty. Again, it is accessible through its simplicity of means, which it shares with

painting, in that its materials are few and not necessarily costly.*
While the Newcomb Pottery was founded to provide an opportunity for young women to
find employment and earn wages using the artistic and design skills they head learned
while students at Newcomb College, participants in the enterprise were reliant on the kiln
facilities and materials of the Pottery in order to work. Needlework, on the other hand,
required no specialized materials or expensive equipment, and therefore once trained in the
art of embroidery a young woman could practice her craft anywhere. This versatility
appealed to Woodward and Smith, and indeed Joor and several of her fellow Newcomb
needlework students continued to practice artistic embroidery for the rest of their lives.

Joor’s skill at embroidery may be inferred by studying photographs of her work,

including a finely executed set of floral embroidered collar and sleeves (fig. 20) and an
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intricately worked silk handbag with a floral diaper pattern (fig. 21). In several articles that
she wrote following her departure from Newcomb College in 1905, Joor makes

recommendations that echo the conventions of Newcomb needlework. In one instance she
recommends using tussah silk embroidery threads, desirable “because of its soft, lusterless

% In another article Joor advises that “as a rule the simpler stitches (chain,

tones.
buttonhole, outline and cross stitch) are the most effective,” and further states that “the
darning-stitch (the simplest of all our stitches) is most effective when used on slightly
rough, uneven fabrics, such as Russian crash, cotton crepe or the loosely woven linens
made by the women of the Tennessee mountains.”’

Joor’s familiarity with the work of Newcomb embroiderers gives credence to the
notion that she herself was once associated with the department. In an article written in
1910 for International Studio magazine Joor described the varied craft industries practiced
at Newcomb, including pounded metalwork and cut glass work for producing lampshades,
as well as pottery decoration and embroidery. Among these activities, Joor offers the most
convincing first-hand accounts of the latter two, describing both “the low, gaunt barn-like
room that was at once kiln room and studio, turning room and sales place” where “the little
band of stout-hearted students [...] worked shoulder to shoulder with Miss Sheerer” and
“the little group who met with Mrs. Smith that autumn afternoon [...] bent with flushed
and eager faces over runners of coarsely woven Russian crash and squares of soft toned
cotton crepe, working out their designs in floss of soft, rich Oriental dyes that would not
fade (fig. 22).7%®

Perhaps the most persuasive argument in favor of Joor’s participation in the

Newcomb embroidery department is the fact that she was ultimately hired by an outside
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firm to provide designs for needlework textiles. As discussed in detail in the next chapter,
between roughly 1905 and 1907 Joor furnished designs for many embroidered table
runners sold by Gustav Stickley’s Craftsman Workshops. Her embroidery designs for
Stickley incorporated technical and aesthetic conventions born in the Newcomb
needlework department — including the heavy use of the simple darning stitch, and many
design motifs derived from Southern nature executed in muted tones. Several years
training and experience in the needlework department under the tutelage of Gertrude
Roberts Smith were most likely the source of Joor’s highly desirable talent for embroidery
design, which helped to shape the appearance of Craftsman textiles. Newcomb had made a
significant contribution to the development of embroidery as a ‘high art’ craft in alignment
with the Arts and Crafts principles espoused by the Craftsman Workshops, and hence the
Joor’s designs found an eager audience at Stickley’s company. In view of the prominence
of Stickley’s products in the American market, it may be said that Joor’s designs featured
as Craftsman patterns helped to establish the conventional appearance of all Arts and

Crafts embroidered textiles in the United States.

Conclusion

Although New Orleans was not as culturally attuned to the burgeoning progressive
movement and associated handicraft revival as were many other urban centers of the
United States at the turn of the century, Newcomb Pottery stood as a small bastion of Arts
and Crafts idealism that developed both regional and national influence. Newcomb College
and its associated crafts industries benefitted from the cultural and intellectual influx of the
Cotton Centennial Exposition of the 1880s and the associated interest in art and

opportunities for women that followed. As a Newcomb student and pottery designer,
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Harriet Joor received an artistic education that was heavily steeped in the ideals of the Arts
and Crafts Movement. She and her fellow pottery decorators learned to revere and
internalize good design derived from nature and properly adapted to the working surface.
They were primed to consider their ceramic work as equal to fine art pieces in inherent
virtue, and learned the value of handmade objects. And perhaps most importantly for an
artist like Joor, they gained marketable skills and developed name-recognition, especially
as their enterprise grew in popularity and esteem. Joor’s career as an independent artist was
shaped and launched by the education she received at Newcomb, and the connections and
skills she learned at Arthur Wesley Dow’s Ipswich Summer School. When she later forged
her own career independent of her beloved school, she would bring the skills, techniques

and aesthetics she developed at Newcomb to a larger market.
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Chapter Two: Designer, Writer, Artisan, and Teacher: Joor’s Work for The Craftsman,
Freelance Design for Gustav Stickley’s Craftsman Workshops, and Move to Chicago

Introduction

In this chapter Harriet Joor’s professional involvement with Gustav Stickley’s
company the Craftsman Workshops is recounted in detail, a partnership that began in 1905
when she contributed several short stories to Stickley’s company magazine The Craftsman.
Joor’s collaboration with Stickley’s company reached its peak in 1907 when she developed
a series of embroidered textile designs for table runners and table scarves that were
ultimately sold through Stickley’s catalogs, marketed as the ideal textile accompaniments
to the “mission-Style” oak furniture the Craftsman Workshops purveyed. Craftsman brand
curtains, pillows, table scarves and other home furnishing were among the most influential
and widely known of all textiles in the Arts and Crafts style in the United States. Therefore
Joor’s designs for Stickley were probably among the most historically significant of her
career, and helped to define the appearance of American Arts and Crafts textiles
nationwide. This chapter presents an unprecedented detailed account of Joor’s involvement
in Stickley’s company, and offers a definitive listing of the Craftsman textile designs that
may be confidently attributed to Joor.

Joor’s embroidered textile designs for Stickley borrowed heavily from the
conventions that she learned as a needleworker at Newcomb, which placed emphasis on
simplicity of materials and techniques used. At Newcomb this decision was both aesthetic
and ideological: simple designs provided a degree of accessibility, as these designs relied
on materials that were inexpensive and stitches easily mastered by home needleworkers.

As demonstrated in chapter one, the simplicity of these embroidered designs also helped to
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establish them as “artistic” crafts in the context of the Arts and Crafts Movement. Joor’s
designs were embraced by Stickley’s company for these qualities — the simply-wrought
patterns represented an approach to household textiles considered sufficiently non-fussy,
and not overtly feminine to compliment Craftsman-style domestic interiors. The simplicity
of Joor’s designs also lent themselves to easy adaptation into kits, and as a result they were
offered for sale both as fully finished items, or alternatively as sets of raw material
containing everything necessary for the purchaser to complete the embroidery themselves.
As this chapter illustrates, Craftsman textiles designed by Harriet Joor offered middle-class
consumers an affordable avenue for owning items marketed in the Arts and Crafts style.
They also provided an opportunity for purchasers to engage in their own home handicraft
projects, and to adorn their homes with textiles made by their own hands.

As this chapter also shows, the fact that many of Joor’s designs for Craftsman
embroidery were ultimately executed by non-professional embroiderers in a domestic
setting makes a simple attribution problematic. Whereas existing pieces of Craftsman
embroidery were previously credited simply to Stickley’s company — and now, select
examples of Craftsman embroidery can confidently be credited to Joor — the person who
actually executed the design, whether artisan or amateur, is left out of the story. This
chapter will discuss the historiographic record which has contributed to a devaluation of
domestic artistic labor, and the contemporary context of the Arts and Crafts Movement

which made the home labor aspect of these designs so relevant to their identity.

Harriet Joor and Gustav Stickley
Between the years 1905 and 1910 the scope of Harriet Joor’s design career widened

dramatically. From the pottery and needlework studios at Newcomb College in New
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Orleans, her professional career took her off to the fabric and needlework department of
Arts and Crafts impresario Gustav Stickley’s home furnishings enterprise the Craftsman
Workshops, and eventually led to her own studio where Joor worked on craft projects and
taught others the design principles necessary to succeed in their own artistic endeavors.
Among these ventures, Joor’s work designing embroidered and stenciled household
textiles at Stickley’s design offices was her most historically indelible venture, although
during her lifetime and over the many intervening decades her role as a designer for
Stickley’s company remained anonymous. This chapter will examine this role in its context
as a major turning point of Joor’s career, and discuss the significance of her designs within
the context of Stickley’s Craftsman textiles, and the greater field of Arts and Crafts
furnishings in the United States.

Early in the first decade of the twentieth century, the furniture and home
furnishings company that Gustav Stickley formed in 1898 became the most prominent
purveyor of “Mission-style” household items in the United States, with Stickley himself
established as a cultural figurehead of the Arts and Crafts Movement in the United States.
Stickley came from a working-class background with immigrant parents, and as his
company grew in influence he established himself as a purveyor of Arts and Crafts goods
and ideas to the American middle-class, providing them with “material surroundings
conducive to plain living and high thinking.”*® With the founding of The Craftsman
magazine in 1901 Stickley became a prominent spokesperson for the movement, and the
furniture, metalwork, textiles and home building plans supplied by his company became

synonymous with Arts and Crafts in the United States.
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The Craftsman was originally conceived as a promotional organ for Stickley’s
business enterprise the United Crafts (later renamed the Craftsman Workshops). From the
beginning the magazine featured essays extolling the virtues of the English Arts and Crafts
Movement as interpreted by figureheads such as William Morris and John Ruskin.
Although these essays were intended to establish a conceptual connection between
Stickley’s company’s simple, rustic-looking furniture and the high-minded principles of
these English design reformers, the magazine gradually developed a large readership and
became the United States’ most prominent and enduring publication devoted to the Arts
and Crafts Movement. The magazine’s high quality of written content and message was
largely due to the capable leadership of its founding editor Irene Sargent. A Syracuse
University language and art history professor, Sargent reportedly studied with Harvard
University president Charles Eliot Norton, a personal friend and follower of John Ruskin.®
She previously wrote the text for Stickley’s furniture catalogs, and it is likely that she was
the primary advocate for the foundation of The Craftsman in the first place.®* She wrote
virtually every article in the magazine’s first several issues and carefully selected the topics
and contributors that filled its subsequent numbers for the duration of her career as editor.

The Craftsman likely served as Joor’s introduction to Stickley’s company, and her
professional involvement with Stickley’s company began at the magazine. The exact
trajectory that led to Joor writing for The Craftsman is unknown, but she must have had an
interest in the magazine’s editorial content and the commercial aspects of Stickley’s
company. It was certainly known and read among the employees at Newcomb Pottery and
the teaching staff at Newcomb College, given the editorial coverage that their enterprise

received in its pages. Judging from the content of Joor’s later published writing about
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design and the craft enterprises at Newcomb, the designers at Newcomb Pottery were well-
aware of the reputation of their wares, their coverage in the current press, and closely
attuned to the leading arts-related publications of their day.

At the same time that The Craftsman was gaining traction in the Arts and Crafts
community, Newcomb Pottery was ascending to prominence among the magazine’s
targeted audience. Editor Irene Sargent herself profiled the enterprise in an article for the
magazine in 1903,% the same year that she and Stickley organized a large Arts and Crafts
exhibition held at the Craftsman building in Syracuse, which featured pieces of Newcomb
pottery. Soon after, when Stickley’s firm began broadening the scope of their products to
include home textiles, The Craftsman ran an article about the art needlework department at
Newcomb.®

During her years as a post-graduate student at Newcomb College Joor
supplemented her studies in pottery decoration and ceramic arts with graduate work in
English literature and writing. She studied under Professor Robert Sharp of Tulane
University’s English Department, as Newcomb did not offer English courses at the
graduate level.®* As she honed her skills as a writer, she began submitting articles, stories
and essays for publication in local newspapers and literary journals as early as 1898.% Like
her involvement in Newcomb’s pottery industry, Joor’s writing was an avenue for her to
produce a semi-independent income, but remained within the sphere of activities
considered appropriate for a woman of middle- or upper-class upbringing. In the late-
nineteenth century New Orleans was home to several prominent female authors and
journalists that acted as role models for young aspiring writers like Joor, including famed

Southern genre writer Grace King and publisher Eliza Jane Nicholson, the first Southern
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women to head a newspaper, the New Orleans Time-Picayune. Magazines and publishing
houses proliferated nationwide at the end of the nineteenth century, offering increased
opportunities for authors to make money through submissions. Under Nicholson’s
leadership the Times-Picayune vastly increased its features of poetry, fiction, and society
columns, encouraging aspiring writers — many of them women — to submit their work for

publication, providing an avenue for increased exposure and earnings from their work.®

Joor’s Fiction Work in The Craftsman

Joor’s first piece to be published in The Craftsman was a short fiction story, which
appeared in the October 1905 issue. Her publication occurred during a transitional period
at the magazine. Earlier that year in an effort to expand his business enterprise, Stickley
sold his office headquarters in Syracuse and relocated many of his company offices to New
York City, eventually moving his entire business enterprise into its own high-rise building
in downtown Manhattan.®’ The editorial offices of The Craftsman were gradually
transferred to New York City as well, and in the process Irene Sargent stepped down as
editor of the magazine in mid-1905. In her place Stickley appointed Mary Fanton Roberts,
a Manbhattanite with close ties to the city’s artistic community. Roberts’s roots were
humbler and her education much spottier than Sargent’s, but her considerable skill as an
editor was developed through many years working on the staff of several magazines.®®
Under her leadership The Craftsman gradually broadened its scope to include coverage of
contemporary art, dance and photography, and saw and increase in items of poetry and
short fiction. Many of the new writers, illustrators and editors that she attracted to the
magazine were women, and Joor may have benefitted from Roberts’s zeal for invigorating

The Craftsman’s content.
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Titled “A Lover of the Beautiful,” Joor’s piece in The Craftsman’s October 1905
issue relates the story of a monk living a cloistered life in an idyllic medieval monastery.
He is a laborer with dreams of becoming an artist, illuminating manuscripts like another
monk whose work he wistfully observes. After receiving encouragement from a young boy
he befriends in the monastery’s infirmary, the monk secures permission from the Abbot to
work at manuscript illumination, throwing himself into his work with abandon and
forgetting everything else. After a time he realizes that he has lost the divine artistic
inspiration he enjoyed during his previous working life, when “leaf and flower and floating
cloud [were] forming themselves into pattern before [his] eyes.”®® Only after the young
boy in the infirmary has died and the monk experiences the pain and loss associated with
death does his divine inspiration return. The story implies that cloistered art or craft work,
disassociated from the everyday life in which it must necessarily exist, is ultimately
meaningless.”

To the subsequent issue of The Craftsman Joor contributed “The Common Chord:
A Thanksgiving Story.” The protagonist is the daughter of a potter consumed by his work.
The story takes place on Thanksgiving Day, and as a surprise gift to her father the daughter
plans a party in their small studio. She spends the morning visiting other craftspeople and
artisans in the town to invite them. Each practices a specific craft (“all dear people who do
lovely things with their hands™),”* and many are immigrants from France, Russia and
Germany. When the guests arrive, they hold a lengthy discussion about the merits of
working with their hands and their contentment with life.

The December 1905 issue of The Craftsman saw two more of Joor’s stories in

print. One, titled “The Gift: A Christmas Story” is a short tale about a college professor
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and his wife in the weeks leading up to the Christmas holiday. The two maintain a tradition
of presenting each other with “Christmas Thoughts,” handmade gifts of particular
emotional importance, in place of store-bought presents. The professor’s wife harbors
worries that he has lost the ability to find joy in his teaching, instead growing tired and
irritable at his responsibilities. In the end her fears are quelled when the professor informs
her, with some distress, that he will be unable to finish his own “Christmas Thought” in
time for the holiday, as he has agreed to take on the classroom responsibilities of another
colleague in need. Joor’s second piece in this issue, “Christ Among His Fellowmen,” is
less a short story than an essay describing the life of Jesus Christ from childhood to
adulthood. It placed emphasis on Christ’s position as the son of a carpenter living a simple
life in obscurity, meditating on his appreciation of the beauty in everyday life and calling
for others to do so as well. Among all of the pieces of writing that Joor published in The
Craftsman this was her most popular, and perhaps one of the most popular essays to ever
appear in the magazine. It was printed up separately in individual brochures accompanied
by an enthusiastic endorsement by Stickley himself, and distributed around the Christmas
holidays. The story was singled out for favorable reviews in newspapers across the
country, including the Washington Post, the San Francisco Chronicle, and the Baltimore
Sun.

Although different in setting and context, each of Joor’s stories centers on an artist
or craftsperson and often addresses both the challenges and rewards that come from
devoting one’s life to a craft. In “The Common Chord,” a character who earns their living
as a bookbinder and leatherworker states “sometimes | wonder if there is any joy greater

9972

than the worker’s.”’“ In the same story Francis, the potter’s daughter, says “I have all kinds
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of visions of where my work is going, and of the people who may read in it what it meant
to me. And all the men who loved beautiful things of old, and worked for beauty, come
and talk to me as I build my lampshades, piece by piece, or beat out my copper bowls.”"
In these words, Joor articulates the romantic notion of careful, skilled hand work as
practiced by medieval worker’s guilds that preceded the industrial production systems of
the nineteenth century, an association that informed the greater ideals of the Arts and
Crafts Movement. With these stories Joor appears intent on communicating a romanticized

version of the artistic life that she and her fellow Newcomb artisans lead, and one that she

perhaps envisioned many of The Craftsman readers to empathize with.

Further Work for Stickley, and Move to Chicago

The short fiction stories that Joor wrote for publication in The Craftsman acted as
an entryway into further professional involvement at Gustav Stickley’s company. Two
years later in 1907 she expanded her involvement in the editorial business of Stickley’s
magazine, also lending her considerable skills as a designer — honed over many years at
Newcomb Pottery and its associated needlework department — to the development of the
still-new field of Craftsman textiles. Unlike her work at Newcomb Pottery, Joor’s designs
for Stickley’s textile department were done on a free-lance, individual basis and under the
shroud of anonymity. However, due to the influential nature of Craftsman textiles, both
within her own lifetime and in the years since among collectors and in museum
exhibitions, they form an important part of her legacy as an American designer. Hence the
remainder of this chapter is devoted to examining this work in further detail, from the

origin of the designs to their eventual sale through Stickley’s company catalogs.
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Joor’s work as a textile designer for Stickley was not, however, an immediate
consequence of her written work for The Craftsman, nor was it the only professional
activity she was involved in at the time. The year 1905, during which four of her short
stories were featured in Stickley’s magazine, was a significant year in Joor’s professional
life for other reasons as well. In the fall of that year Joor was offered and accepted a
teaching position at the University Elementary School operated by the University of
Chicago. According to an article run in a New Orleans newspaper soon after Joor’s
appointment, the director of the University’s School of Education contacted Newcomb
Pottery in his search for a “teacher of pottery design,” requesting a nomination from
among its ranks.”* Joor was selected among her fellow decorators and students, and soon
moved to the city of Chicago to assume the position of Assistant in Clay Modeling and
Ceramics at the University Elementary School (fig. 23).”° At thirty years old, this was her
first job outside of the Newcomb environment, and represented a major life change.

In 1905, the University of Chicago’s Department of Education had recently gone
through a dramatic reorganization during which its previous elementary school, the
University Laboratory School founded by innovative educator and philosopher John
Dewey, was effectively disbanded. Founded in 1896 as a living experimental school for
Dewey’s new educational theories, the Laboratory School’s core curriculum was based on
learning through activity, or “occupations,” rather than conventional desk-bound studies.”
Its methods were widely praised and incredibly influential among progressive educators,
but its existence as a pure testing ground for academic theories was relatively short-lived.
In 1901 the University of Chicago agreed to merge several outside schools into their

system, effectively creating a new Department of Education. The move was seen as a blow
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to Dewey and his faculty, as their Laboratory School was essentially supplanted by another
elementary school operated by the Chicago Institute, one of the institutions acquired by the
University, which operated as a practice school for new teachers. The University
Elementary School emerged from this reorganization, replacing the Laboratory School.
Dewey oversaw the gradual merging of the two institutions and many of his original
faculty members remained employees at the newly reorganized school even after Dewey
himself departed in 1904.”” Presumably this reorganization in the Department of Education
made it necessary to recruit new teachers, which may explain why Joor was brought in to
teach clay work.

At the University Elementary School Joor presided over classes of children ranging
from first through eighth grades, teaching clay working in the form of hand modeling
figures and animals, shaping and decorating tiles and building and decorating vessels.
Aside from perhaps presiding over groups of her peers back at Newcomb, this was her first
experience working closely with students in a classroom environment. Apart from her
design career, teaching would be Joor’s lifelong pursuit and her introduction to the
profession at this progressive school was to have a profound effect on how she approached
the field of artistic instruction. Joor was inspired by what she interpreted as a natural desire
for simplicity and beauty among her students, which she understood as a rejection of
fleeting fashion or commercial trends. Reflecting upon it later, she noted that “in spite of
the distorted and unlovely creations with, in this commercial age, we are all surrounded,
the students usually choose vase-forms of simple dignity and grace.””®
Joor taught at the University Elementary School for only two years, but remained

in Chicago until roughly 1910 or 1911. She eventually established a studio in Longwood
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where she made and exhibited her own work in hand-built pottery, embroidery, and
stenciled household textile items. Joor also taught classes in clay work and other
handicrafts, and her studio became a center for frequent artistic and social gatherings.”
She exhibited many pieces of her embroidered and stenciled textiles and clay work at the
annual Art Craft exhibitions held at the Art Institute of Chicago and one year served as
juror for the exhibit, selecting items for display in the categories of ceramics, porcelain,
pottery, stained glass and glassware.®® A 1908 article in Palette and Bench — edited by
noted art potter Adelaide Alsop Robineau, who also exhibited at the Art Institute’s annual
Art Craft show that year — commended Joor’s work as being among the best individual
exhibits in stenciled fabrics and needlework.®

Joor lay down solid roots in Chicago, where she was reportedly a devoted patron of
the city’s symphony, and a regular at various art teas and receptions.®” The only instance of
her leaving Chicago during this time was for a brief period in 1907, shortly after finishing
her teaching appointment at the University Elementary School. Likely in need of
immediate employment, Joor rekindled her professional relationship with the editorial
offices of The Craftsman and traveled to New York City.®® There she contributed content
to several issues of the magazine, including a set of embroidered and stenciled textile
designs that would eventually see their way into large scale production by Stickley’s

company, the Craftsman Workshops.

Designs for The Craftsman and Craftsman Fabrics and Needlework
In a section of The Craftsman titled “From the Craftsman Workshops” which
typically featured instructional articles on practical cabinet work, metalwork and other

handicrafts, two articles were published in the November and December issues of 1907
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(figs. 24 and 25). The first described a group of needlework home textiles — chiefly table
runners, doilies and centerpieces, and the second described curtains decorated by hand
using elaborate applied stencils. Each article was accompanied by many photographs of
fully executed examples of the techniques described in the text, all designed and also likely
executed by Joor. This attribution is based on the presence of clippings from this article in
a scrapbook that Joor maintained of her published designs and articles — each of the
illustrations from these two articles, along with the text, have been carefully cut out and
pasted into the pages of this scrapbook, now in the collection of the Louisiana State
Museum’s Historical Center in New Orleans (figs. 26 and 27).%* This conclusion is
supported by examining of a group of Joor’s preserved sketches, several of which show
evidence of her gradual development of the designs executed in embroidery or stencil work
as published in The Craftsman. Figures 28 and 29 show a direct comparison between two
of Joor’s sketches for a conventionalized border design, and the final design as it appeared
in publication.

Given Joor’s past as a writer for The Craftsman and her familiarity with the
techniques described, it is possible that she authored the text that accompanied these
illustrations of her handiwork. The articles are unsigned and written in an anonymous
editorial voice representative of the hypothetical “Craftsman” of the section’s title. In form
and content they are similar to many articles on textile design that Joor wrote for
publication in women’s and shelter magazines later in her career. The very specific
notations about the types of stitches to be employed to achieve certain visual effects in the
November article, and especially the exacting instructions regarding use of paint materials

and application method in the December article on stenciling echo very similar articles that
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Joor authored — which began appearing in the pages of The Craftsman roughly three years
after these articles were published. The subtitle for each of the 1907 articles, which appear
printed on the leading edge of every page that the articles appear on, is “Lessons in
Needlework™ and “Lessons in Stencil work,” underscoring the didactic tone of each piece,
and also recalling Joor’s own experience as a teacher of applied art.

The notion that Joor was closely involved in the editorial assemblage of these
embroidery and stenciled textile articles is further supported by the content of another
unsigned article that directly followed the December editorial on stencil work. Titled
“Pioneer Work of Women in Tasteful and Economical Interior Decoration,” this piece
discusses the merits of women working as home decorators, and singles out the work of
one particular designer — Bessie Marble Menage.®® Largely unknown outside of the
coverage she received in this short article, Menage was a friend and colleague of Joor’s in
Chicago. She was a student at the University’s School of Education while Joor was on

faculty of the University Elementary School,®®

and a fellow practitioner of textile arts. In
1909 Joor wrote a short article for Good Housekeeping describing and illustrating a set of
small artistic handbags designed and executed in appliqué and stencil work by Menage
(fig. 30).% If Joor was present at The Craftsman offices in New York City at the time that
the December issue was written and assembled, she may have brought Menage’s
innovative work in interior decoration to the attention of the editorial board; she may even
have anonymously penned this article herself.

As described in the article in which they are presented, the needlework designs that

Joor designed for publication in The Craftsman were developed in keeping with the

“simple, broad effects” that earlier iterations of Craftsman domestic textiles — illustrated in
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the magazine and available for sale through catalogues and in Stickley’s official shops —
had achieved. Many of the earliest Craftsman textiles, first offered for sale in a 1905
catalogue titled Needle-Work from the Craftsman Workshops featured conventionalized
floral and plant motifs executed in linear embroidered threads, with broader unbroken
masses of color achieved through appliqué. Joor’s designs represent a reinterpretation of
this approach with an eye for adapting several familiar Craftsman motifs — as well as
others of her own devising — to be executed solely in delicate embroidered stitches, a
technique judged to be more appropriate for smaller household textiles, as indicated by the
editorial content of the article:

[W]e have always felt that [Craftsman textiles] have lacked a little of the feeling we

wished to convey in needlework as applied to small furnishings, such as scarfs [sic]

for tables, dressers and buffets, for doilies, centerpieces, and all the small

accessories of bedroom, living room or dining room that [...] supply just the accent

necessary to complete the harmony of all the furnishings.®®
An example of Joor’s reinterpretation of existing Craftsman motifs is her version of the
Teazle design — an abstracted version of the spiny, thistle-like flower of the dipsacus plant
— which first appeared in the pages of The Craftsman in March 1905 (fig. 31). In the
original design for a centerpiece the blossoms were carried out in appliqué, but in Joor’s
version these portions are done in darning stitch of yellow linen floss outlined in soft grey-
green (fig. 32).

Joor’s original designs conceived for the article exhibit a masterful use of simple
working materials, laid out in the article’s introduction as “grey hand-woven linen,” the
color of which “is that of the natural unbleached flax, and varies from a very light, grayish-

tan to a warm, light brown,” and linen embroidery floss in “dull, soft tones [...] that

harmonize with the natural gray of the linen.”® In the case of a Dogwood table scarf, the
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negative spaces of the pattern are filled in using darning stitches in white thread, leaving
the petals of the dogwood blossoms unworked save for a thin outline of dark blue thread
picked out in outline stitch, and the flower centers done in small French knots (fig. 33).%
Carried out in this way, the petals of the blossoms themselves are “left in the mellow,
brownish tone of the material itself,” deftly imitating the subtle and changeable off-white
coloration of the blossoms as they appear in nature. Several examples of Joor’s other
designs, for example, the striking Dragon Fly table scarf, employ the satin stitch, leaving
long strands of silken thread floating across long expanses of the ground fabric (fig. 34).
This creates the effect of jewel-like tones in the embroidery, providing a greater contrast
against the ground fabric. In the case of the Poinsettia, Umbel, and Rain Lily designs
(identified as designs for “all-white embroidery”), the pattern is worked all in satin stitch
so that the broad white expanses of the design lie in very subtle contrast to the imperfect,
variable natural linen shade of the ground fabric (fig. 35). The majority of Joor’s designs,
however, employ the simple darning stitch, taken in short, uneven lengths running parallel
to the horizontal weft threads of the ground fabric.

While not the first instance in which stenciled textiles were featured in the pages of
magazine, the article accompanying Joor’s designs in stencil work that appeared in the
December 1907 issue of The Craftsman marked the first time that serious attention was
given to the actual execution of the designs illustrated. A design for curtains and a fabric
frieze for a casement window, which featured stenciled as well as embroidered portions,
were printed in a 1903 issue of the magazine (fig. 36), but directions for actually executing
the illustrated piece were sketchy at best.”* By contrast, the article accompanying Joor’s

stenciled designs gives a series of very detailed directions regarding the materials the home
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stenciler will need, the types of paints and brushes employed to achieve the illustrated
effects, and step-by-step instructions for preparing the stencil, readying the paints and
applying the paint to the fabric surface. Joor’s stenciled designs featured in this article, all
intended for window curtains, were carried out on special “Shaiki” silk, a “rough,
unevenly woven silk having the woof [weft threads] so prominent that is gives the texture
almost the effect of being ribbed across.”® There are several similarities between these
stenciled designs and those Joor produced for the preceding issue’s needlework article,
including the repeated use of a dogwood blossom motif , both in a border trellis-like design
that particularly recalls her embroidered dogwood pattern, and in the form of circular
medallions scattered across the fabric surface (fig. 37).

In its level of detail, and even in the details of the instructions, the article bears
marked similarities to several articles that Joor later wrote on stenciling home textiles,
which were printed in The Craftsman as well as several other art and women’s magazines
between 1910 and 1915. Stenciled scarves, curtains, couch covers, bags and table runners
featured prominently among the items Joor included in her display at the Art Institute of
Chicago’s Art Craft exhibitions. Stenciling gained popularity in the United States in the
early twentieth century in the hands of the Arts and Crafts Movement, and was widely
promoted in many home and ladies’ magazines, including The Modern Priscilla and The
Ladies’ Home Journal, Woman’s Home Companion and also in publications with a broader
audience such as The International Studio.*® Joor may have been inspired to attempt her
own designs in the medium after reading any number of these articles by home decorating

authorities such as Mabel Tuke Priestman, who wrote many articles on the technique of
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stenciling. It was an ideal medium for these articles, as the technique was relatively easily
learned through illustrations, and the materials for execution readily available for purchase.

In the context of these Craftsman articles Joor’s designed are presented merely for
illustrative purposes, to demonstrate to readers the kind of textile items best suited to
Craftsman-style interiors, and to provide models for talented amateur embroiderers to
copy. However, The Craftsman regularly vacillated between the roles of erudite journal of
Arts and Crafts ideology, interior design magazine, and advertising organ for Stickley’s
Craftsman Workshops. These articles and their accompanying illustrations also
presumably functioned to foment interest in Craftsman-style home textiles, creating a
market for consumers interested in purchasing items to adorn their own homes. Indeed,
several months later in 1908 Stickley released a catalog featuring textiles for sale, titled
Craftsman Fabrics and Needlework from the Craftsman Workshops. Joor’s distinctive
embroidery designs feature prominently among the other items for sale, indicating that her
needlework designs were produced not merely as illustrations for the pages of The
Craftsman magazine, but also as prototypes to be put into commercial production at
Stickley’s fabric and needlework department.

Identified in this 1908 catalogue as “Table Scarfs [sic] in Darned Work or Stencil,”
ten of Joor’s original fourteen designs featured in The Craftsman are listed for sale,
accompanied by descriptions that borrow liberally from the descriptive text of the original
Craftsman article. The photographs featured in the catalogue appear to be identical to those
printed in the magazine as well, meaning that Joor’s own unsigned, unattributed handiwork
was used to advertise products that were ultimately sold by Stickley’s company (fig. 38). It

is possible to attribute the execution of the illustrated needlework and stenciled items in the
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catalog photographs to Joor by comparing these items to others that are most certainly the
work of her hands. For example, a set of decorative embroidered handbags pictured in an
undated article that Joor authored c. 1909-1915 display a virtually identical quality of
workmanship and sense of proportion and overall design — indeed, the patterns themselves
featured on virtually every one of the handbags are almost identical to those that Joor
designed for Stickley’s company (fig. 39).

Although to modern consumers it may be surprising that Joor would publish
designs identical to those offered for sale through Stickley’s company in the pages of
another competing magazine, instances of borrowing designs and imitating other known
works was much more common in the era prior to copyrighting.** More to the point, by
publishing these handbag designs featuring reinterpretations of her own patterns that were
sold by Stickley’s fabric and needlework department, Joor was citing and reusing her own
work, rather than copying that of another artist. Because her contributions to Stickley’s
product line was never officially acknowledged during her own lifetime, Joor’s decision to
publish these bag designs under her own name may represent her effort to gain
acknowledgement for her work through alternate means.

Why did Joor contribute these designs to The Craftsman and allow them to be
manufactured and sold through the Craftsman fabric and needlework department without
receiving credit? The answer to this question is likely complex. It may be that Joor felt
insincere about the degree to which her commercialized designs for Stickley adhered to the
conventions of Newcomb embroideries, and chose not to attach her name to the project in
order to avoid sullying the reputation of the more purely artistic Newcomb enterprise.®

Although this stands as a feasible partial explanation, it is more likely that the conventions
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of the Craftsman Workshops dictated that Joor’s designs be loosely credited to the
company’s “fabric and needlework department,” in adherence to a business model that
placed Stickley at the center of the company’s creative identity.

The editorial voice that narrates all Craftsman catalogs is always in the first person
plural. But tellingly, each catalog’s front matter features a sketch of company head Gustav
Stickley. In the 1908 catalog this sketch is accompanied by a quotation drawn from the
introduction text and a copy of Stickley’s signature. The implication is clear: Stickley is
presented not only as the businessman at the helm of the successful Craftsman Workshops,
he is also the lead creative agent in the development of their goods on all levels, and the
chief editor of the company’s printed material. In reality Stickley was rudimentarily
involved in the design process for many furniture pieces sold by the Craftsman
Workshops, but his creative role in the fabrics and needlework department was probably
almost nonexistent.*® The degree to which Gustav Stickley positioned himself as the
figurehead of his company was a calculated move, dating to 1904 when the company name
was changed from United Crafts to the Craftsman Workshops — a reorganization that also
included shifting away from a profit-sharing guild system to a more traditional commercial
business. At this time Stickley began stamping his full signature on all furniture products
and referring to himself as an artist.®”’

Stickley’s business practices were not unusual; many of his commercially minded
contemporaries sold handcrafted products under a blanket company name. Liberty’s of
London, a prominent English seller of items in the Arts and Crafts style, did not credit
individual artisans in their salesrooms even though many of their items were exemplary

enough to be included in Arts and Crafts Exhibition Society shows. Even William Morris’s
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commercial firm Morris and Company did not always habitually credit designers and
executors, reportedly only doing so when their items were included in exhibitions.* In
Stickley’s case, the emphasis on his individual personage may have been calculated to lend
an air of authenticity to his enterprise; Stickley’s public personality acted as a stand-in for
the idealized lone craftsman that formed the basis of the company’s image. Following this
model, crediting individual designers ran counter to the company’s aim, which emphasized
Stickley’s persona above all others.

The modern museum environment, with its focus on didactic communication as
well as formal appreciation of objects on display, demands a more complete picture of the
histories of companies such as Stickley’s. Because modern art historians are interested in
knowing the names of the many uncredited designers and artists that worked for the United
Crafts and Craftsman Workshops, we are beginning to discover traces of these previously
forgotten employees. As in Joor’s case, the record establishing their connection to the
Craftsman Workshops is not always clear, the trail of evidence incomplete because it was

never preserved for posterity.

Newcomb Embroidery and its Influence of Joor’s Craftsman Textiles

Joor’s experience as a Newcomb designer, both in its pottery department and in the
school’s small needlework department have clearly informed the artistic decisions she
made in designing and working the table runners and centerpieces featured in the 1907
article. Craftsman textiles developed prior to 1907, while usually based on natural floral
and plant motifs, tended to be more dramatically conventionalized and extremely reduced
to their geometric forms. The original Teazle design demonstrates this tendency, as do

several other patterns introduced at the same time in 1905, such as the Corn Flower motif
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(fig. 40). Many of the very earliest textile patterns featured in the pages of The Craftsman
demonstrate the influence of European precedents, especially embroidery as practiced by
several artisans at the Glasgow School of Art. In contrast, Joor’s designs for embroidered
textiles, though conventionalized, stayed closer in form to the natural plant or flower
species they were based upon.

A comparison between several of Joor’s nature sketches (figs. 41 and 42) of crab
apples and other berries and her Crab Apple design for Stickley’s Craftsman Workshops
(fig. 42) reveals the extent to which her design remains true to the natural form of the plant
itself. By comparison, another popular Craftsman textile motif, the Gingko pattern
designed by Craftsman designer Louise Shrimpton, shows a marked differentiation
between a nature study executed by Shrimpton and the final design (fig. 43). The form of
the gingko leaf has been abstracted, flattened and repositioned to achieve a balanced,
symmetrical design. Joor’s tendency toward limited abstraction may derive from her
background at Newcomb; it brings to mind an observation made by Irene Sargent in a
profile of the pottery for The Craftsman in 1903, in which she noted that:

the floral forms used in the pottery under consideration are simple, and

conventionalized only to a barely necessary degree. They show the plant as a

whole, rather than a section or the detail of a flower, which latter is the manner of

the Paris and Dresden schools of design.”
Indeed, several of Joor’s ceramic pieces from her days at Newcomb Pottery show a similar
bent toward botanical correctness, in some cases relying on similar natural forms for
ornamentation (fig. 44).

Joor’s decision to execute many of her embroidered designs in the simple darning

stitch distinguished her work from that of previous Craftsman textile designers, and was

also probably informed by her background at Newcomb. In designs that rely on use of the
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darning stitch, the stitches are placed in a way that allows the ground to show through the
spaces between the stitches, resulting in a “shimmering, jewel-like effect.”®° This effect is
particularly well-illustrated in Joor’s China Tree design (fig. 45), described in the article as
“simplicity itself both in form and workmanship.”*®" In this design, the darned stitches run
horizontally across the length of the fabric, spaced loosely enough to allow for the ground
fabric to show through, and arranged in a chevron pattern in order to achieve the illusion of
a randomized placement of stitches.*® This technique, complete with the application of
subtle chevron-like patterns, echoes a similar tactic often seen in Newcomb embroidery
from the same era. A large and sumptuously embroidered live oak table runner (fig. 46),
now in the collection of the Newcomb Gallery of Art, demonstrates this technique used to

a virtuosic effect.

Joor’s Embroidered Textile Designs and Amateur Home Handicrafts

Relying solely on embroidery as a source of ornament, Joor’s designs for
Craftsman textiles introduced a new aesthetic to Stickley’s company’s fabric offerings.
Because of their inherent simplicity and relative ease of execution, Joor’s designs were
ideally suited for marketing as Kits. These were less expensive than their ready-made
counterparts — thus offering not only a more affordable way to obtain Craftsman home
furnishings, but also an avenue toward incorporating the actual process of handicraft into
one’s life.

Most of the embroidered table runners offered for sale in the 1908 Craftsman
Fabric and Needlework from the Craftsman Workshops catalog were sold complete for
$2.00 for a seventy-two inch table scarf, or $2.50 for the longer ninety inch model. The kit

containing the materials for home embroidery retailed for only $1.10 for the seventy-two
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inch length of linen, and $1.20 for the ninety inch version.'® In comparison, a piece of
Craftsman furniture, such as the Morris chair with an adjustable back and sheep skin spring
seat cushion cost $33.00, and a sideboard or library table that a table scarf might adorn
could cost between $52.00 to $84.00 — and up to $225.00 for a sideboard with an inset
back mirror.*** Kits containing the materials necessary to execute the table scarves that
Joor designed were, in fact, the most inexpensive items offered for sale by Stickley’s
company in 1908. A table runner of virtually the same length decorated with a combination
of appliqué and needlework retailed for up to $4.40, and larger items like portieres and
curtains typically cost between $18.00 and $20.00. By virtue of their relative affordability,
Joor’s embroidered Craftsman textiles offered middle-class consumers an avenue toward
acquiring household furnishings that adhered to the aesthetic principles of the Arts and
Crafts Movement — furnishings that otherwise may have been out of their financial reach.
In practice, many American Arts and Crafts-style home furnishings were available
only to wealthy upper classes due of the high costs necessitated by their limited-edition,
handcrafted nature. As a result, the Arts and Crafts Movement has often been characterized
as a progressive-minded but ultimately limited design trend among the upper classes,
which had little effect in the scheme of societal change, or alteration of labor practices. In
contrast, Joor’s embroidered textiles, commoditized as affordably priced kits, were sold by
a company that wholly embodied the American commercialized concept of “the Arts and
Crafts” as a style and social movement. Thus, the Arts and Crafts were democratized and
available to a broader swathe of the population. Further, offering these textile articles as
kits with the implication that the embroidery work would be completed by the purchaser

offered consumers the opportunity to act as producers who actually engaged in their own
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handicraft projects, ultimately furnishing their homes with goods they made with their own
hands in a more accurate fulfillment of Ruskin’s ideal than could be achieved by
surrounding oneself by rough-hewn, seemingly handmade furniture that adhered to a
particular “Arts and Crafts aesthetic.”

When Craftsman embroideries that have existed for years in the historical mind as
“Craftsman” objects are reattributed to Harriet Joor the objects’ identities are affected in
several complicated ways. On one level, the embroideries are transformed from general
objects of the Arts and Crafts Movement to specific items of one designer’s oeuvre. Rather
than existing as generalized furnishings in keeping with the craftsman home interior as
promulgated by The Craftsman magazine, they instead become objects reflective of the
specific design proclivities and influences of one person — Harriet Joor.

On another level, adding these embroidered pieces to Joor’s body of design work
removes them from another important historical context, in which they function as
evidence of middle-class homemakers engaging with the Arts and Crafts. Many examples
of Joor’s Craftsman embroidery designs were actually executed by amateur needleworkers
in whose eyes the Kits represented an active engagement with artistic crafts in keeping with
the ideals laid out in The Craftsman. These kits acted as a further mediated way of carrying
out the plans for needlework and stenciled textile projects that were often outlined in the
magazine. Establishing Joor as the designer of these embroideries, even if doing so
justifiably enhances their identity beyond the limited concept of “Craftsman textiles,”
devalues the executor’s role in actually making the pieces themselves.'%°

An accurate understanding of Craftsman embroideries must reflect an appreciation

of the terms of their purchase and production. The middle-class consumers who purchased
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Craftsman embroidery kits not only acquired a piece of home furnishing textile that
adhered to the Craftsman concept of Arts and Crafts style and simplicity; they also
purchased a means of engagement with the movement itself. Unfortunately, as our value
systems have historically placed emphasis on histories based on clear authorship, many of
these amateurly worked examples have not been appreciated for their relevance to the Arts
and Crafts Movement. Most have not survived into the present day, and those that have by
virtue of their excellent craftsmanship often bear the mark of Stickley’s company logo,
indicating that they were embroidered by one of the several full-time embroiderers
employed by the Craftsman Workshop by 1909.'%

Truthfully, the Ruskin or Morris ideal would have individuals designing, plotting,
and embroidering, appliqué-ing or sewing their own household textiles without the help of
a removed, anonymous professional designer or the aid of a pre-stamped length of linen
and a predetermined set of colored linen floss. The articles in The Craftsman that initially
featured Joor’s embroidery and stencil designs offered one entryway into home handicraft;
like the other articles on furniture building or metalwork that ran in the magazine’s “Notes
from the Craftsmen” section, they provided a guide for intrepid readers to engage in useful
home handicraft projects. The kits sold in Stickley’s catalogues represent a further
compromise — those who purchased the kits were further removed from the design process
than if they worked without preselected materials and an inked guideline. Still, they were
engaging in a craft project that ultimately provided them with handmade items that they
created themselves— objects that, in the context of the Arts and Crafts Movement, were
judged to hold superior value to those manufactured by factory machines, or by

anonymous hands. As historian Eileen Boris notes, “the fact that much of the pottery
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thrown, cloth woven, and metal hammered was amateurish meant less than the engagement
of so many in the process of making. In its own way, the handicraft revival was a
democratic movement; Every man, woman or child could be an artist [...] [a]rt became
firmly part of the middle-class scheme of things; its production, a part of the developing
consumer culture.”*®’

The affordability of Joor’s table scarves offered for sale through Stickley’s
Craftsman Workshops, carried out only in simple embroidered stitches, echo the concept
of simplicity and accessibility in relation to needlework that Ellsworth Woodward outlined
in a 1903 article about the needlework department at Newcomb College. Unlike furniture
building, metalwork, pottery or any number of other crafts enjoying a revival in the era of
the Arts and Crafts Movement, it was possible to take up needlework even if one lacked
the financial resources to obtain expensive equipment or specialized tools. The relatively
inexpensive materials included in the Craftsman kits — lengths of rough linen and colored
linen floss — possibly contributed to a devaluation of these items, which may help to
explain why relatively few examples of Joor’s Craftsman embroidered textiles still exist
today. This is unfortunate, given that these embroidered table runners, especially those
worked by hand by the purchaser, represent a departure from the alienated systems of labor
so deplored by Arts and Crafts figurehead William Motris, in which “almost all goods are
made apart from the life of those who use them; we are not responsible for them,” and “our

will has had no part in their production.”*%

Conclusion
In the short stories that anticipated her further involvement in the editorial work at

The Craftsman, Joor displayed an appreciation for the merits of living among handmade
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items, and devoting one’s time to the pursuit of making those items. Her design skills and
artistry, fostered by her schooling at Newcomb and Ipswich made her a knowledgeable and
talented artist and craftsperson in her own right. However, her designs for embroidered
textiles for Stickley’s company demonstrate a further level of insight: Joor’s ability to
conceive of designs sufficiently simple in form and workmanship that the average home
needleworker — or the inexperienced kit-purchaser — would be able to successfully replicate
her design. In this regard Joor showed an interest in not only the practical side of the Arts
and Crafts Movement, but also in making this side of the movement accessible to others.
This attitude, manifest in her teaching activities as well as her applied design career, would
eventually find an avenue of consistent expression in the mainly instructional articles that
Joor wrote for women’s magazines and shelter magazines in the years following her
freelance work for Stickley’s enterprise. In these articles Joor frequently provided
illustrated examples of her own work in stenciled and embroidered home textiles,
accompanied by detailed instructions for how the reader could produce their own versions
of the same. Harriet Joor was a devoted follower of the Arts and Crafts Movement, and
her commitment to spreading its ethos of handcrafted living through popular journalism
eventually became a major part of her work. The next chapter will examine this aspect of

her career in greater detail.
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Chapter Three: Spreading the Message of the Movement: Harriet Joor’s Writing Career
and Pursuing “The Simple Life” in South Dakota

Introduction

This chapter chronicles Harriet Joor’s professional activities following her
involvement in Gustav Stickley’s textile department, including her years spent as a
magazine author of articles on home decoration and textile design and her departure from
the urban landscape to live “the simple life” as a homesteader in South Dakota. Although
these activities are discussed individually, in reality they were quite intertwined and often
overlapped during this period of Joor’s life, from between roughly 1908 when she was an
established presence in the Chicago art scene and 1915 when she ended her homesteading
experiment and returned home to Louisiana. This chapter stands as the first attempt to
consider Joor’s body of written nonfiction work as a cohesive whole, one that may be
understood both as a means of professional growth and income, and a venue of expression
for her commitment to spreading the handmade ideals of the Arts and Crafts movement.

In effect, Joor’s work as a magazine writer was an extension of her design work for
Stickley’s firm. Many of her articles recount the steps taken in devising and executing a
craft project intended for use in the home — most often stenciled or embroidered household
textiles such as curtains, tablecloths, or similar items — and provide photographs and
designs to allow readers to follow in her footsteps and create furnishings of their own.
While many of these articles were published in The Craftsman, an overwhelming number
were published in magazines aimed directly at women homemakers, where Joor’s lyrical

yet businesslike prose struck a unique tone of professional artistic authority. Unlike her
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designs sold by the Craftsman Workshops these articles were signed, and Joor’s name
attached to all designs illustrated within.

This chapter likewise presents Joor’s homesteading activities as a logical
progression of her life as an advocate for and devotee of the ideological underpinnings of
the Arts and Crafts Movement. Like her choice to seek out employment with Stickley’s
firm and her participation in Arts and Crafts societies in Chicago, Joor’s homesteading
should be understood as an attempt to align herself with the principles espoused by the
intellectuals and ideologues that shaped the Movement in the United States. Arts and
Crafts ideological figureheads John Ruskin, William Morris, Edward Carpenter and
Charles Wagner all contributed to the idea of simple living as it was understood and
embraced by their followers, and Joor was not alone in her attempt to incorporate these
notions into her own life.

Although Joor’s decision to retire from urban society was made partially under a
physician’s recommendation, her particular solution to the prognosis of “frazzled nerves”
so common among middle- and upper-class women in the early twentieth-century was
unorthodox in its extremity. While living rustically on the unforgiving plains of South
Dakota may have allowed her to rebuild her health and strength, it also offered an
opportunity for her to reconnect with the natural surroundings that so often provided the
basis for her designs. In her homesteading cabin, removed from the distracting elements of
city life and surrounded by furniture and household items she or her fellow homesteaders
made themselves, Joor cultivated a life of romanticized simplicity that, while it lasted,
satisfied her need to commit totally to the principles of the movement she wholeheartedly

embraced.
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A New Career as a Nonfiction Writer

While living in Chicago, Joor embarked on a new and important phase of her
career. In 1909 she began contributing non-fiction instructional articles on textile design,
home furnishings and handicrafts to magazines aimed at artists, designers and the general
public. In contrast to her previous work for Stickley, these stories were signed and Joor
received credit for the design and execution of the finished craft items illustrated. Also
different from her previous nonfiction writing for The Craftsman was the fact that these
articles appear self-consciously directed at a female audience of homemakers. It is likely
that Joor began writing these articles in order to generate additional income, as her
financial situation, while not necessarily tenuous, was rendered less stable when she left
her steady teaching job at the University of Chicago. Lacking a regular salary, she may
have been encouraged by friends and fellow writers and designers to earn extra money by
writing for locally published magazines.

Between 1909 and 1915 Joor contributed over forty articles to several American
shelter magazines, including House Beautiful, Woman’s Home Companion, Country Life,
and Good Housekeeping. She also wrote for several magazines that catered to narrower,
more specialized audiences, including The Delineator — a fashion and dress-making
magazine aimed at home seamstresses, as well as art, design and lifestyle magazines such
as The International Studio and The Craftsman. Anecdotal evidence indicates that she also
wrote articles for Vogue, although no evidence of these articles has yet been discovered.'®

One of Joor’s earliest known design articles titled “An Artist of the Loom™ written
for House Beautiful in 1909, profiles the work of her Chicago friend and mentor, the textile

artist Katherine Watson, “whose work for its rare beauty of color and unfailing charm of
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individuality has won a place of its own among the work of those who follow the gentle
craft of the loom (fig. 47).”*'° Watson and Joor exhibited their respective crafts alongside
one another at the annual exhibitions of Art Crafts at the Art Institute of Chicago in 1908
and 1909."* This early article differs from Joor’s later writing on design, offering a profile
of Mrs. Watson and her creative process in addition to simply describing her crafts. Joor
contended that although Watson did not consider herself a designer owing to the fact that
she often imitated motifs from other sources, “so fresh and individual is her translation of
these earlier themes ... that they become subtly her own, whatever their derivation.”**2

Joor was close friends with writer and interior design expert Virginia Robie, who
served as editor of House Beautiful magazine between 1903 and 1913 and probably helped
give Joor the opportunity to publish this article profiling their mutual friend Mrs. Watson.
Robie contributed several articles to the magazine herself, including one published in 1909
chronicling an elaborate Twelfth Night costume party held in her home, accompanied by a
stylized illustration of the spirited event. It is very likely that Joor was the artist responsible
for this illustration, as she attended the event costumed as the Florentine beauty Simonetta
(fig. 48).*°

An article that Joor wrote for Good Housekeeping in 1909 illustrates and describes
several stenciled, embroidered and appliquéd handbags designed and executed by Joor’s
friend and colleague Bessie Marble Menage, the same artisan and decorator whose interior
design work was profiled in a 1907 essay for The Craftsman.*** Titled “Bag Suggestions,”
the brief article features photographs of several bag designs and descriptions of the fabrics
and other materials used in their construction — natural linen and pongee — and is intended

to “give many suggestions which can be used to advantage in copying (fig. 30).”**° In
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these early articles Joor’s willingness to profile the work of her peers rather than her own
craft work may illuminate her chief aim as a writer. While she provided some degree of
instruction alongside these descriptions, it appears that her goal was primarily to inspire
her readers by showcasing the work of other talented women artisans rather than to give
explicit step-by-step instructions.

The first of Joor’s signed design articles to feature her own designs, published in
Woman’s Home Companion in early 1910, was a short piece describing the design and
execution of stenciled silk evening scarves.''® Mary Fanton Roberts, Joor’s editor at The
Craftsman, worked as a staff writer and editor at the New York offices of Woman's Home
Companion prior to her appointment at Stickley’s magazine, and may have recommended
that Joor submit her articles to this magazine.'*” In the article, Joor announces that
stenciling, long used to impart bold designs onto household items, can also be
appropriately used for dress decoration and to add interest to other “dainty accessories.”
Establishing a formula that she would commonly thereafter use when writing instructional
design articles, Joor augmented the text of the article with photographs of the finished
product, as well as graphic representations of the pattern(s) used to create the stencil
pictured (fig. 49). Two crépe de chine scarves illustrated in the article are examples from
the group of items that Joor displayed at the 1909 Art Craft Exhibition at the Art Institute
of Chicago (fig. 50).™®

1910 was a significant year in Joor’s career as a magazine writer. Beginning with
the piece on stenciled scarves just described, Joor submitted several articles featuring her
own designs to a variety of magazines, including The Craftsman, but also expanding into

more generalized shelter magazines including Woman'’s Home Companion, House
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Beautiful, and other titles new to Joor’s sphere such as Country Life in America and House
and Garden. An early article featuring Joor’s textile designs titled “Draperies for the
Dining Room: Designs in Stencil and Embroidery” ran in The Craftsman in October 1910
(fig. 51). The format and content of this article are typical of her design writing and many
of her subsequent pieces were written in a similar style.

In the article, Joor gives directions for applying stenciled designs to several
different types of textile decorations for a dining room. She describes the different fabrics
she recommends for each surface, including soft scrim for the curtains and heavy linen for
the table scarf and tablecloth. She also describes how to go about stenciling the patterns,
providing exhaustive instructions for applying the stencil pattern to the fabric surface. Joor
instructs the reader exactly how to mix the paint to be used in the stenciling — she advises
that stencilers use artist’s oil paints with benzine mixed in to achieve a creamy consistency,
as all of the finished textiles must be able to survive laundering. Joor also provides
instructions for washing the finished products, advising the use of warm suds of pure soap,
with no additives. Photographs of the finished products accompany the article, as do black
and white outline patterns of the design used to stencil the illustrated products (in this case,
a rose and trellis design) (fig. 52). Presumably, the reader is meant to be able to trace these
black and white design samples and use them as a pattern for making their own stencils.

This article was featured in a subsection of The Craftsman titled “Among the
Craftsmen,” which contained articles related to building and craft projects in contrast to the
essays, political articles, poems, short stories and biographical sketches that formed a
significant portion of the magazine’s contents. This was the same section in which the

earlier1907 articles showcasing Joor’s uncredited embroidery and stencil designs were
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featured — articles that lacked an identified author, and which very well may have been
written by Joor. In both instances Joor’s textile projects were presented alongside
instructions for furniture building, metalwork, and (in later years) plans for house building
and improvements — all work projects that were typically gendered as masculine pursuits.
When presented alongside these “male” pastimes, her articles helped to promote the artistic
validity of “feminine” crafts.

The Craftsman’s November 1910 issue featured another article authored by Joor,
the only piece of her published writing to engage directly with her own pottery work,
which she is known to have displayed at Art Craft Exhibitions in Chicago. In “Pottery
Making Without a Wheel” she provides basic instructions in clay modeling and forming
coil pots, and offers examples of forms and designs for making in one’s own home.**® The
article describes the necessary tools for working in clay and contains instructions on
treating a clay supply. Joor gives instructions in building small bowls, ashtrays,
candlesticks, fruit bowls and flower vases, and the article contains photographs of Joor’s
own hand-built ceramic pieces (fig. 53).

Many of Joor’s subsequent instructional articles followed the pattern established by
her 1910 Craftsman article “Draperies for the Dining Room.” In every article she is
specific as to the recommended use of materials for different surfaces and intended uses,
with rough linen, monkscloth, Russian crash and batiste — all in their rawest, unbleached
form — predominating. Each article contains different design motifs and photographs
illustrating the finished products. Although Joor rarely recycled designs, it is possible to
draw comparisons between the designs she developed for Stickley and those she published

under her own name. A dining room portiere depicted in “A Stenciled House,” published
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in 1910 in Country Life in America features a brown stenciled pine cone design that echoes
the Pine Cone needlework pattern she designed in 1907 for The Craftsman and sold by
Craftsman Workshops (figs. 54 and 55). Another article from 1912 written for The
Delineator titled “The Decoration of Darning” gives pattern suggestions for needlework
projects. Among those that Joor describes is a live oak design to be stitched onto a Russian
crash table runner, worked in dark blue Norwegian floss, with an outline of light green
thread. This description is remarkably similar to Joor’s China Tree pattern for Stickley that
featured a line of live oaks worked in blue thread (fig. 1). In the same article Joor also
recommends moths and dragonflies for use as embroidered motifs, recalling another of her
Stickley needlework patterns (fig. 56).

By publishing versions of her own Craftsman designs in articles for other
magazines, Joor may simply have been seeking out further artistic or financial recognition
for the work she previously did anonymously. Alternatively, Joor may have seen the merit
of citing Craftsman-esque textile designs in her articles in order to firmly situate her
project suggestions in the realm of the Arts and Crafts. In the mind of the American public,
the goods sold by Stickley’s Craftsman Workshops represented the paradigm of Arts and
Crafts furnishings. By emulating the appearance of Craftsman textiles — the appearance of
which, of course, she had a hand in shaping — Joor must have hoped to attract the attention
of like-minded amateur craftspersons with an interest in home handicraft production.

Joor was careful to discourage her readers from blindly copying her designs,
although she often provided patterns suitable for tracing. In her writing she noted the
virtues of developing one’s own talent as a designer and gave suggestions for developing

skills in this regard. For example, in “Stenciled Draperies for a Brown and Gold Living
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Room” (The Craftsman, May 1911) Joor suggests that anyone interested in creating their
own designs for stenciled textiles should consider studying botany, which she believes will
provide them with the necessary knowledge to simplify and conventionalize natural plant
forms to create pleasing decorative motifs.?® Elsewhere she advocated for decorators to
consider the inherent characteristic of the surface they worked upon when developing their
designs, an idea drawn from her own design training at Newcomb and the Ipswich School
of Art. Joor’s 1912 article “The Decoration of Darning” begins by comparing embroidery
work to the work of a pottery decorator:

“just as the potter subordinates his applied design to the curve of the jar, and fails in

his art if the decoration calls attention to itself rather than the vase form, so the

embroiderer aims, not to picture for their own sakes naturalistic leaves and flowers,
elaborated with light and shade, but to create a beautiful arabesque, or pattern, that
shall lie flatly on its place on the fabric, and become an integral part of it.”*?!

At present, none of Joor’s handmade embroidered or stenciled textiles or handmade
pottery pieces are known to exist. Many of these pieces are preserved only through
photographs that accompanied Joor’s design articles. Some may still exist in private or
family collections; many may simply have been lost, worn out, broken or thrown away.
Textiles, especially those intended for domestic use such as those that Joor designed and
crafted, are ephemeral objects that rarely last the test of time.

Joor’s curtains, sofa covers, table scarves and other household textile crafts were
often fabricated with special attention to economy in materials, which may have made
them more susceptible to degradation. Many consisted of natural fibers that were quick to
break down or fade after laundering and heavy use. Even those pieces that were made of

durable materials intended to withstand wear and tear could potentially have been regarded

to be of little inherent value by Joor’s descendents, customers, or even Joor herself.
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Although the Arts and Crafts Movment helped to establish textiles like Joor’s as art
objects, textiles are often attributed with “use value” rather than commercial value and are
therefore not often candidates for preservation.

Joor’s articles often described craft projects in which the finished product was
intended for use or displayed in the home. Following the precedent of The Craftsman and
Gustav Stickley, Joor’s interpretation of the Arts and Crafts movement had multiple facets;
one that focused on the idealized craftsperson and a revival of handmade art objects, and
another focused on the unified, harmonious effect of a domestic environment outfitted with
these objects. Thus, although her written articles focused on specific projects and their
execution, Joor’s intention for the finished textile pieces was always identified as
seamlessly blending into a unified domestic interior (fig. 57). This may have been in
keeping with the philosophy expounded by Stickley’s Craftsman Workshops, in which
textiles were envisioned as part of a larger cohesive whole, in this case, the “Craftsman
interior.” Craftsman promotional materials for textiles and metalwork stressed the quality
that allowed them to blend in with Craftsman furniture and their environment, one catalog
suggesting that “the strong, simple designs and colorings” of the textiles “belong to the
oaken furniture as naturally as the leaves on the tree belong on the trunk.”*??

Joor’s articles bear witness to her conviction that pleasant artistic activity with
one’s hands translated into a better moral character, an opinion developed over years of
formal artistic training in hand work, and her experience teaching clay modeling and other
craft projects to children in the University Elementary School. Her short stories “Christ
Among His Fellowmen” and “The Common Chord: A Thanksgiving Story” from 1905 had

previously emphasized the pleasure and self-betterment that comes from working with
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one’s hands. With a specific eye for reaching fellow female, middle-class readers, Joor’s
design articles urged homemakers to plumb the depths of their own talents and
resourcefulness in order to make beautiful, useful things.

By placing her handmade textile items in the public eye, Joor’s articles not only
demonstrated the aesthetics of home furnishings in the Arts and Crafts mode, they also
modeled the ideological lifestyle that underpinned the Arts and Crafts Movement — which
emphasized hand production and the joy of artistic work. Joor associated herself with the
Arts and Crafts approach in the minds of her readers, and thus presented herself as a model
practitioner of the Movement’s ideals. In late 1910/early 1911 Joor embarked on a new
chapter of her life that dramatically demonstrated her devotion to these ideals: she left
Chicago and took up residence in a rural prairie community in South Dakota, living off the
land as a homesteader. Joor shared this experience with her readers, and her articles about
her homesteading years may be understood as an attempt to present a first-person

testimony of living the idealized “simple life.”

Homesteading: Living the “Simple Life”

Joor had lived in Chicago for five years when she was told by doctors that her
health, fragile since childhood, was being dangerously taxed by the urban environment.
She was advised to leave the city, news that she must have met with initial dismay. In her
relatively few years in Chicago she cultivated a circle of artistic friends and associates and
developed a fully fledged independent teaching career. However, despite her attachment to
urban life she took the advice of her doctors seriously. Joor’s father died at the young age
of forty-three after suffering from ailments similar to her own; specifically, Joseph Joor

was described as having his health “broken down by study” and suffering from a “naturally



75

weak constitution.”*?® Harriet was in her middle thirties at the time that she received her
prognosis and felt that the risk of succumbing to her weakened health was great. A
newspaper article chronicling Joor’s homesteading adventures published in 1913 described
Joor’s unhealthful appearance prior to her departure for South Dakota:

She was a frail wisp of a girl — eyes too big, shoulders too narrow, nerves at a

frazzle from too much preoccupation with the things of time devised by man in the

city, and too little attention to the essentials of life made by God in the country.'?*
Poor health plagued Joor from her childhood and continued to trouble her in her twenties
as a Newcomb Pottery decorator. Mary Given Sheerer, her instructor and mentor at
Newcomb, described Joor as a talented and prolific craftsperson, but qualified the
statement by indicating that she produced work of “very uneven quality [o]wing to her
nervous temperament and bad health.”*®

An article published in the Chicago Record Herald profiling Joor indicated that her
doctors suggested that she improve her health by moving “out West.” In offering this
advice they presumably intended that Joor decamp to a relaxing Western spa town, or
embark on a similar “rest cure” as was the typical path for patients with nervous conditions
or other ailments in the late nineteenth and early twentieth centuries. Instead, Joor took up
a homestead claim in South Dakota where she erected a sod cabin (or “soddy”) built into
the side of a hill (fig. 58). There she set up a household and began making improvements
to the land. In order to “prove up,” or legally assume control of their property, a
homesteader was required to reside on their piece of land for three to five years, with short

leaves of absence allowed within that time frame. Afterward the land belonged to them at

no cost, provided that they cultivated it and made it sufficiently livable.'?® Joor’s residence
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in South Dakota lasted for roughly five years, between 1910 and 1915, and having “proved
up” in 1913 she became the legal owner of one hundred sixty acres of farm land.
Abandoning city life for health reasons and decamping to the country was not
without precedent, both in Joor’s own family and among the nation at large at the turn of
the century. The growth of urban populations in American cities in the decades during and
after the Industrial Revolution often led to overcrowded, unsanitary conditions. This,
combined with increasingly sedentary professional lifestyles and longer working hours
among members of the American middle class often produced enervating consequences for
urban adults and children. Varied nervous disorders summarily referred to as neurasthenia
in the nineteenth and early twentieth century increasingly affected the middle-and upper-
classes alike. Popular sentiment among citizens and medical professionals at the time held
that increased recreation and simpler living — often in a rural or suburban setting — were the
best means of relief from “the nerve destroying complexity of modern civilization.”*?’
According to family history Joor’s father’s chronically bad health was repeatedly
improved not only by the calming effects of nature, but by engaging in rigorous, often
strenuous physical activity. After spending several years studying medicine in New
Orleans and suffering from broken down nerves as a result, his condition was apparently
infinitely improved by time spent outdoors hiking and collecting plant specimens. Outdoor
exertion was said to improve his health later in life as well, when his duties collecting
specimens for the Texas display at the World’s Industrial and Cotton Centennial
Exposition led him to travel extensively throughout Texas and Louisiana, strengthening his

constitution which had been weakened by several years as a practicing physician.'?®
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Although Joor was justified in her decision to voluntarily take up the rough and
rustic life of a homesteader, it was an unorthodox move for a person diagnosed with a
nervous disorder, and particularly uncommon for a woman. Female patients suffering from
neurasthenia were often advised to take “rest cures” which usually involved weeks or
months of bed rest and quiet, solitary activities. By contrast, men suffering from weak
nerves were sometimes recommended to engage in vigorous outdoor activity.'?° By
following the healthful route commonly prescribed to male sufferers, Joor upended the
established gender paradigm of treatment for strained nerves. Her actions were evidently
shocking to her profiler in the Chicago Record Herald, who remarked:

there is in Harriet Joor’s acceptance of the orders of her physicians such a literal

‘going to nature’ in its roughest aspects ... that I feel a mission ... to tell the story

and give the testimony of her own words that her way was the way of peace and her

path the path of pleasantness.®
There is significant evidence, however, that Joor’s motivation to become a homesteader
went beyond the straightforward need to improve her health. Her attitude toward the
endeavor, chronicled in several of her later articles and short stories, point toward the
notion that she likely regarded her venture “out West” as an experiment in living “the
simple life.”

Simplified living and a return to nature manifested themselves in various aspects of
late nineteenth- and early twentieth-century society, and the ethos was not limited to
dramatic moves to the countryside. Landscape designer Frederick Law Olmstead promoted
an appreciation for ruralized land in urban environments with his planned parks in many
major American cities. The quest for simple living inspired many architects, perhaps most

famously Frank Lloyd Wright, whose houses used wide, open spaces to encourage familial

interaction and break down the isolating barriers of individualized rooms and specialized
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spaces that characterized many Victorian-era houses. The simplification of the home and
its furnishing was itself associated with healthful benefits. Eliminating Victorian “bric-a-
brac” and the other cluttering household elements that characterized decorating schemes of
previous generations was hailed as a means of achieving a more rational, hygienic
household. In her writing, Harriet Joor praised homemakers who swept away useless items
and disassembled their “dust-gathering shrine[s] on whatnot and mantel.” In an article for
Country Life in America she attributed this “saner impulse” to the widespread legacy of
Arts and Crafts touchstone William Morris, stating that even those unfamiliar with his
name have “responded to his plea that we should suffer in our homes no object that we did
not know to be useful or believe to be beautiful.”***

Several scholars have written about the notion of the simple life in the American
context. Historian David E. Shi has studied simple living as a philosophical movement in
the United States, tracing it from roots in Puritan spartanism in the colonial era through the
twentieth century.™®? In No Place of Grace: Antimodernism and the Transformation of
American Culture, 1880-1920 T.J. Jackson Lears interpreted simple living as a
manifestation of a larger trend toward antimodernism at the turn of the century, in which
Americans sought “authentic” alternatives to the apparent artificiality of modern
existence.'*® Heidi Nasstrom Evans has written about the “mature phase” of simple life
ideology and aesthetics practiced by Arts and Crafts idealists Jane and Ralph Whitehead at
their artistic retreat in Montecito, California and later at their Arts and Crafts colony
Byrdcliffe in Woodstock, New York.'** This interpretation of simple living was indebted
to the precedents set by American Transcendentalist writers and pioneering naturalists such

as John Muir and John Burroughs, and its goal amounted to “attainment of a divine life on
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earth” through the appreciation of nature and art."®

Although Joor’s engagement with
simple living was enacted on a much more modest scale than the Whiteheads’ elaborate
retreats, her philosophy in pursuing a simple life was in line with this interpretation of the
movement.

Joor’s understanding of the simple life movement can be approximated by
examining the movement’s presence in the pages of The Craftsman, where she
encountered its philosophies in many forms. An important advocate for simple living
whose words often appeared in The Craftsman was French clergyman Charles Wagner,
whose 1901 book The Simple Life helped to lay the foundation that linked the idea of
simplified rural living and nature with Christian morality. Wagner was invited by
Theodore Roosevelt to come to the United States for a lecture tour in 1904, and his book
was widely read and reviewed. Excerpts were printed in The Craftsman as early as 1901,
and Wagner himself visited Gustav Stickley at his home and delivered a lecture at the
Craftsman building in Syracuse while on his American tour.** The Frenchman’s
philosophy eventually came to define the editorial message of the magazine.

In a 1903 article titled “In Praise of Country Life” Craftsman editor Irene Sargent
claimed that the renewed interest in rural life at turn of the century and new respect for
honest craftsmanship would simplify human existence and “preserve it from the sordid
qualities ... and make it cheerful and replete with manifold interest.”™*” The Craftsman
also frequently printed excerpts from the writing of Edward Carpenter, an English social
reformer, poet and author who advocated for a specific brand of simple living.*® Carpenter
took many steps toward disengaging himself from middle-class conventional life, settling

on a tract of land he cultivated himself in the small English village of Millthorpe. *** There
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he entertained various artists, intellectuals and nascent socialists including William Morris,
who reportedly admired Carpenter’s rural, self-sustaining way of life. *4°

Joor’s concept of an idealized life amid nature may also have been encouraged by
her interest in American Transcendentalist writers, whose reverence for nature led them to
regard it not only as a source of aesthetic pleasure, but also moral goodness and spiritual
inspiration. David Shi has identified the American Transcendentalists’ attitude toward
nature — a unique mixture of romantic naturalism and Puritan morals that aimed to
eliminate material and institutional needs to allow the practitioner to pursue spiritual truths

— as a logical predecessor to the codified concept of the simple life.**!

Joor’s familiarity
and fondness for Transcendental writers is evidenced by her addition of penciled-in literary
quotations on several of her floral studies and other nature sketches. Those that date to
Joor’s time spent at Arthur Wesley Dow’s Ipswich Summer School in 1901 and 1903
include notes that mention the “Transcendental House.” This is in reference to the
“Emerson House” that formed part of the school’s campus. The student life at Dow’s
school was marked by hours spent studying amid the natural landscape of rural Ipswich,
and the students clearly inherited the New England Transcendentalists’ strong appreciation
of their idyllic natural surroundings.

Joor’s decision to move “out West” can therefore be explained as a combination of
a personal conviction in the healthy merits of real, hard work in the outdoors and a
romanticized notion that living in an isolated, stripped-down fashion surrounded by nature
would provide a beneficial moral and spiritual influence. At the time that Joor received her

doctor’s pronouncement, she reportedly had a friend — another woman — who had filed for

her own homestead claim and offered to assist Joor in doing s0.**? The encouragement of
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this predecessor, added to Joor’s own convictions of the values of living a simplified life
and her respect for the healthful virtues of honest labor and physical activity, led her to
experiment with homesteading.

In 1909 the Homestead Act, originally signed into law in 1862 by Abraham
Lincoln, was updated to allow for a greater number of acres of land to be granted to
individuals, in order to encourage dry land farming. In the decade that followed, more
Americans successfully completed the requirements to obtain land by homesteading than
ever had before. Between the years 1911 and 1915 over forty-two million acres of land
were transferred from public domain into private ownership by homesteaders, the largest
number for any five-year period during the homesteading era.'*

Armed with “books and writing and drawing materials,” Joor “duly established
[herself] in the ‘soddy’” where she learned “how happy you can be with few things, and
what fun it is to economize and to contrive.”*** She reportedly delighted in regular
housekeeping duties describing cooking and housework feeling “always like a game, and
my soddy like a playhouse of child-days.”***> Although Joor primarily chose to see the
romantic side of her rustic circumstances, it was not without its trials and dangers,
especially for single women. Later when writing about her experience she noted that every
woman homesteader should have a rifle and know how to use it to ensure her own safety,
but also “to frighten hawks and coyotes from her chickens, and jack rabbits from her

garden patch, and add toothsome ‘cotton-tails’ to her bill of fare.”**®

Joor’s Articles Describing Life as a Homesteader
Joor published two articles that provided direct testimony of her experience as a

homesteader, but it is interesting to note that many of her more typical design articles were
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also written and published while she was living on the prairie in South Dakota. These
articles acted as important sources of income during her life as a homesteader. The cost of
filing a homestead claim was only eighteen dollars, but the associated costs of improving
the land and obtaining supplies were significant. Joor recorded her basic expenses for her
homesteading venture as follows:

Cost of filing homestead entry: $14.00

Cost of lumber in floor and roof of soddy: $50.00

Cost of work in building soddy: $50.00

Cost of plastering soddy (with sand and clay): $7.00

Cost of digging and curbing my well: $37.00

Cost of fencing in house and well with barbed wire: $7.00

Cost of running the farm for three years (preparation of soil, seed, harvesting,

threshing): about $200.00™*
She was able to make a small amount of money selling the crops she produced on her
farmland, but many of the improvements that Joor subsequently made to her sod cabin and
the amenities that made life livable during the cold South Dakota winters, such as coal for
her small heating stove and grocery items, were made possible by funds accrued by the
sale of her stories and designs to magazines.**®

Joor’s first article to directly address her homesteading life, titled “Bonnie Burrow:
The House of a Happy Homesteader” appeared in the April 1914 issue of House Beautiful.
Although the article describes the hard work involved in cutting the sod bricks for her
walls and installing the strong, weather-proofed roof, the tone is in keeping with Joor’s
earlier writing on home decorating. Her small dug-out cabin with a floorplan of less than
two hundred square feet is presented as though it were a charming country cottage, with

plenty of books, pictures, and ample seating for guests (figs. 59 and 60). As the article was

written House Beautiful it is tempting to assume that this was a conscious choice on Joor’s
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part, and that she intended for the lighthearted tone to contrast sharply with the perceived
hardships of living roughly in what was then essentially the wilderness.

Perhaps in order to draw a connection between this article and her previous work in
textile design, in “Bonnie Burrow” Joor pays special attention to describing the household
textiles she uses in her small cabin, mentioning the homemade window curtains,
tablecloths, bedclothes and even a hanging portiére that add a degree of refinement to her
rough living conditions. Several of the pieces she describes in her cabin are, in fact,
recognizable projects from earlier articles, including a set of portieres and a couch cover
stenciled with a poinsettia motif as described (and illustrated) in “Stenciled Draperies for a
Brown and Gold Living Room.” (The Craftsman, May 1911) (figs. 61 and 62). The
poinsettia motif that Joor used for these stenciled items is remarkably similar to an
embroidered pattern she designed for the earlier “Needlework™ article in the November
1907 issue of The Craftsman (fig. 63).

“The Winning of a Homestead,” published in The Craftsman in January 1915 also
describes Joor’s experience as a homesteader, although is significantly more pragmatic in
its approach than the House Beautiful article. The basic topics that Joor covers in the article
include instructions on obtaining information from the proper authorities about filing a
homestead claim and the general process for filing; the requirements for claiming one’s
land at the end of their homesteading period; the costs associated with homesteading,
including building one’s house, farming, and labor; and recommendations about what
homesteaders should bring with them. In this article Joor also discusses the kind of
activities that homesteaders — particularly single women homesteaders — engage in to pass

the time. In contrast to the lighthearted tone in her earlier article about her life in South
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Dakota, here Joor addresses the hardships — both physical and emotional — that
homesteaders face. These include isolation, loneliness, and the disappointment and
dejection that can result from facing challenges. Joor does return to a rhapsodic tone in her
concluding paragraph, in which she justifies the numerous challenges and frustrations of
homesteading in light of the transcendent benefits of living simply and communing with
nature:

For every precious thing in life we must pay a price; and all the deprivations of

homesteading have seemed to me but a little price to pay for air that is clean and

pure as golden wine; and sunlight, straight from heaven, flooding plain and hill;
and dim blue distances for the healing of weary eyes; and the big, blessed prairie
silence for the healing of tired nerves.**

The same year that Joor published “The Winning of a Homestead,” she ended her
homesteading experiment, presumably abandoning her soddy and her small community of
fellow homesteaders, and moving back to her home state of Louisiana. Although she
continued to write articles and short stories, she was never as prolific as when she was
living in her cabin in South Dakota. Perhaps because her sprit had been calmed and her
ambitions sated — or perhaps for reasons of financial practicality — Joor gradually turned
away from her design career and returned to teaching full-time, first at the high school
level, and eventually settling into a position in the Art Department at Southwestern
Louisiana Institute (now the University of Louisiana at Lafayette) (fig. 64). However, she
treasured the memories of her homesteading years for the rest of her life; before she died,
Joor donated dozens of manuscripts of short stories, both published and unpublished, to the

State Museum of Louisiana. These pages contain many tales based on her recollections of

homestead life, lovingly told and dearly remembered.
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Conclusion

Our understanding of Harriet Joor’s life and work are greatly impacted when we
consider her time spent homesteading in South Dakota. Although her Newcomb education
and further cultivation under Arthur Wesley Dow invested her with a design background in
keeping with the style and aesthetic of the Arts and Crafts Movement, and her work as a
writer and designer for Stickley’s company certainly points toward an active engagement
with the movement, her brave and unconventional move to the South Dakota plains and the
self-reported peace and contentedness she found there speak to her deep devotion to the
aims and ideologies of the movement. In Joor’s case, the basic tenets of the movement boil
down to an embrace of simple living amid nature and handmade things. With this in mind,
our understanding of her goals as a magazine writer is further shaded with meaning.
Beyond simply cultivating a professional outlet for her designs, Joor presented her artistic
and craft work — and to a degree, her life — as a model for aspiring amateur artists to
follow. Instead of simply purchasing household furnishings that adhered to the Arts and
Crafts aesthetic, Joor’s readers were provided the knowledge and the models to make their
own hand-made furnishings. Joor used the written medium to spread the message of the
Arts and Crafts Movement to a large audience, becoming a popularizer as well as a
designer. When we interpret her career in this way, we are able to gain a fuller

comprehension of the character of the Arts and Crafts Movement in the United States.
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Harriet Joor died in 1965 at the age of ninety in relative obscurity, survived only by
her youngest sister. She never married and at the time of her death she was living in a
retirement home in Crowley, near Lafayette, Louisiana.**® Within her lifetime she received
only limited recognition for her artistic endeavors and her extraordinary career as an
independent, working woman in the early twentieth century. A biographical sketch
prepared at the time of her final retirement from teaching in 1939 printed in the alumni
newsletter for Southwestern Louisiana Institute comes closest to profiling her in earnest:
[Joor] says that it seems as if each “chapter” in her life has been a preparation for
the next. After graduation from Newcomb she did some work as a designer and
decorator of Newcomb pottery. This led to a teaching position in the Art
Department at Chicago University. New York called her next, where she served on
the editorial board of the magazine, The Craftsman. After a time, Miss Joor
returned to Chicago where she set up her own art studio. Then came the most
unique chapter in the history of her life ... that of homesteading for four years in
South Dakota. After an illness, it became necessary that she leave Chicago and she
answered the call of the pioneer West She says that she supported her sod farm
with writing and designing ... that the farm did not support her, but it made her
well
During her lifetime Joor’s work as a designer for Newcomb Pottery stood as the
most thoroughly documented and historically acknowledged aspect her artistic career,
owing perhaps to the continued commercial success of the pottery and the underlying
philosophy of the enterprise and its dedication to acknowledging designers. For many
decades the only known details of her biography were those derived from a personal
statement she submitted to the Delgado Museum of Art (now the New Orleans Museum of
Art) to accompany records related to her Newcomb ceramic pieces in their collection.

Joor’s Newcomb pottery pieces are present in many museum collections and often fetch

high prices at auction. However, due to her somewhat limited ceramic output compared to
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some of her peers, or perhaps because of the early era of her involvement in the pottery,
Joor’s name has not historically figured among the most iconic and well-known of
Newcomb Pottery decorators whose works dominate today’s museum collections
(including Sadie Irvine, Henrietta Bailey, Maria De Hoa LeBlanc and others).

Joor’s Newcomb ceramic pieces stand as beautiful examples of early Newcomb
wares, with strong linear compositions that demonstrate the influence of Arthur Wesley
Dow’s lessons on composition. Her hand embroidered and stenciled scarves, table
coverings, and other textile items were heavily praised in her time, receiving favorable
reviews when exhibited in Chicago and elsewhere. However, despite her great talents
Joor’s legacy as a significant figure in the history of the American Arts and Crafts
Movement ultimately does not derive from her own work as a craftswoman. Rather, her
significance to history lies in the designs she produced for others — both those sold by
Stickley’s Craftsman Workshops, and those that she shared with thousands of readers in
her many articles and magazine features.

The design work that Joor did for Stickley shaped the company’s overall textile
output, introducing a unique aesthetic and new techniques to the Craftsman line. Drawing
on her background as a Newcomb needlework artist, where she internalized the
compositional ethos and simple yet refined embroidery techniques that characterized that
enterprise, Joor introduced naturally derived needlework patterns that became standards of
Craftsman fabrics. Her patterns, executed fully in embroidery when so many other
Craftsman textiles featured combinations of needlework, stenciling and appliqueé, helped to
establish the technique as a hallmark of textiles intended for the craftsman home. Not only

did Joor’s Craftsman embroidery designs help shape the popular appearance of Arts and
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Crafts-style needlework in the United States, they also helped to establish embroidered
textiles as artistic crafts on par with the other Craftsman-style goods sold by Stickley’s
company.

Joor helped to enact this perceptual change indirectly through her uncredited
designs for Craftsman textiles, but also actively in the instructional articles she wrote for
numerous shelter magazines and ladies’ publications. In The Craftsman these articles ran
alongside plans for furniture building, metalsmithing and other handicrafts traditionally
seen as “masculine” arts, creating a contextual association between these pastimes and the
“feminine” textile arts. In other magazines, Joor’s articles were often presented as a record
of the work of a professional artisan and interior designer. In one issue of Country Life in
America her design work appeared alongside an article by pioneering designer and arbiter
of taste Louis Comfort Tiffany."* In all of her work, Joor advocated for a do-it-yourself
approach to domestic textile handicrafts that echoed the handmade principles of the Arts
and Crafts Movement.

As her fiction work and the articles that she wrote for The Craftsman demonstrate,
Joor was a tireless advocate for the high-minded principles espoused by the ideological
leaders of the Arts and Crafts Movement. She was a true believer in these principles at
their most pure and idealized form. When she featured her own handmade textiles in her
articles and even detailed her experience as a South Dakota homesteader for her readers,
she presented herself as a model practitioner of better living by incorporating art into one’s
life, making things by hand, and living simply. By writing about her life and her art in an
accessible way, Joor introduced the style and ethos of the movement to a greater audience

of American middle class consumers.
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The American Arts and Crafts Movement was surely made up of hundreds of men
and women like Harriet Joor, working diligently and expertly at their craft or trade of
choice, passing on techniques and ideas through the close-knit community of artists,
craftsmen, designers and intellectuals sympathetic to the movement while commercial
figureheads such as Gustav Stickley earned public attention and lent their names to
posterity. If we can understand Joor’s contribution to the character and spread of the
movement, we can develop a fuller picture of how the Arts and Crafts were manifest in the
United States.

Each chapter in this thesis addresses a particular aspect of Joor’s career,
highlighting both the distinctions between each stage of her professional artistic life and
the continuity that ran from her earliest artistic activities as a pottery decorator at
Newcomb Pottery through her later work in textile design and as a published designer and
writer. In all these facets of her career Joor’s dedication to pursuing a life adhering to the
idealized tenets of the Arts and Crafts Movement was constant. As they were understood
among the American leaders of the Movement, these tenets included an appreciation of the
artistic value of everyday objects, a devotion to hand-craftsmanship, use of straightforward
and simple materials, ornamentation derived from nature and subordinated to an object’s
form and function, and the therapeutic influence of beauty and creativity in society.

The first chapter introduced Harriet Joor and detailed the education she received at
Newcomb College and at Arthur Wesley Dow’s Ipswich Summer School. Understanding
the nature of Joor’s artistic education sheds light on her later work as an independent
designer. It demonstrates, for instance, that Joor was unquestionably motivated by the

ideals of the Arts and Crafts Movement from the very beginning, given the principles that
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informed the organization of Newcomb Pottery, its emphasis on hand production and
creativity fostered among its designers, and its engagement with the broader manifestations
of the Arts and Crafts, including their success at international expositions and coverage in
artistic magazines and journals important to the movement. Her Arts and Crafts education
was furthered by her two summers spent at Dow’s summer school in Ipswich. There she
had her first encounter with other professional artists and designers — many of them
women — apart from her fellow Newcomb Pottery artists. Meeting these people gave Joor
her first taste of what it would be like to work as an independent professional artist and
designer, and probably influenced her decision to seek out employment with Gustav
Stickley several years later.

Studying Joor’s education also allows us to draw direct comparisons between the
design conventions that typified the work of Newcomb Pottery decorators and
needleworkers and those that Joor introduced to Stickley’s fabric and needlework
department. Joor not only brought a particular aesthetic to her work for Stickley; she also
introduced an ethos developed under the guidance of her instructors at Newcomb that
emphasized the inherent accessibility of embroidery work, and therefore the opportunity it
provided as an inroad to handicraft to those without the means to engage in more involved
or specialized craft pursuits — especially women.

The second chapter chronicled Joor’s professional association with Stickley’s
company in detail, beginning with her work as a fiction writer for The Craftsman and
continuing through her designs for embroidered and stenciled textiles, which were featured
in an article in the magazine, and later sold as Craftsman products. In these embroidered

table runners one observes marked similarities to needlework as it was practiced at
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Newcomb College. The fact that most of Joor’s designs were available for purchase both
as finished products as well as in unfinished kits underscores the concept of accessibility to
handicraft that Joor brought from Newcomb, where her instructor Ellsworth Woodward
praised embroidery as an artistic activity within reach of all American women. When
Joor’s designs were published in The Craftsman in 1907, the accompanying text offered
exhaustive instructions and knowledgeable, useful advice for executing the projects. Prior
to this, the few textile articles to appear in the magazine never approached this level of
practical detail. Joor’s embroidery designs, when sold as kits, furthered this approach by
encouraging consumers to put their own hands to work making useful and beautiful items
for their homes rather than relying on cheaply made store-bought goods.

As an author, Joor published short stories in The Craftsman that embodied the
romanticized ethos of the Arts and Crafts Movement that the magazine purported to
represent. For readers, these stories and essays translated the abstract tenets of the
movement into parable-like tales of ordinary people, and acted as models for the
integration of handicraft and a handmade ethos into one’s everyday life. Many were
redolent with medieval imagery and glorification of handcrafted items that characterized
the idealized existence as imagined by Arts and Crafts proponents such as William Morris
in his popular literary work News from Nowhere.

As this chapter suggests, the ideals under which Joor’s designs for Stickley’s
company were conceived and the method in which they were sold to the public call into
question the approach that modern historians have employed when studying these textiles.
By virtue of their affordability and the lack of expensive specialized equipment or formal

training required to execute, embroideries such as these represented a field where amateur
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Arts and Crafts enthusiasts could engage in a handicraft activity and produce decorative
items for their home. Therefore, Craftsman textiles — and by extension, many American
Arts and Crafts-style textiles — previously considered mere accessories to a unified
Craftsman-style home environment, actually functioned as entry points to the Arts and
Crafts for middle-class Americans. Although identifying Joor as the designer of these
textiles helps to complete the historical record and establishes the connections between
Craftsman needlework and embroidery as practiced at Newcomb College, it is not enough
to simply end the line of inquiry there. The value that these embroidered textiles carried in
the home — and in the context of the Arts and Crafts Movement — derived from the
workmanship that a home needlework put into them. A full appreciation of their historical
significance must take into account the circumstances of their production in addition to the
condition of their design.

The second chapter also provided new details about Joor’s life in Chicago, where
her career as a practicing independent artist and designer reached its peak. Joor relocated to
Chicago in order to accept a teaching position at the University of Chicago’s University
Elementary School, and it was there that she began her career in education. Teaching
would become one of her constant pursuits throughout the rest of her professional life and
she taught courses in art and design to students ranging from young children to college-
aged. When she left her homestead cabin in South Dakota and returned to her home state
of Louisiana, she settled in Baton Rouge and soon began teaching at a local high school.
Over the next several years Joor augmented her credentials by attending several summer
courses at her alma mater Newcomb College, and by 1919 she was teaching at the college

level. Her schoolteacher career endured a brief hiatus following World War I, when Joor
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moved to Washington D.C. for two years to work as a reconstruction aid at Walter Reed
Military Hospital. There she taught handicrafts and other skills to rehabilitating war
veterans, saying once that she “taught everything except acetylene welding — so varied
were the subjects.”**® By the early 1920s, however, she was back to teaching full-time,
employed at the Art Department at Southwestern Louisiana Institute in Lafayette,
Louisiana . She held this position until her retirement in 1939 at the age of sixty-five.

Joor’s teaching career may have been an economic necessity rather than a
vocational passion —in 1915 when she took up teaching as her primary career she was
forty years old, unmarried, and in need of a source of income after four years spent living
solely off the land and the small revenue generated from her writing. New Orleans did not
offer the same community of artists and progressives that Joor enjoyed in Chicago, where
she was able to support herself by the profits of her studio. Like writing, teaching was one
of the few viable professional avenues available to women of Joor’s generation. Although
this situation was swiftly changing as the twentieth century progressed, Joor was educated
in the 1880s and 1890s and did not necessarily benefit from the increasingly diverse
professional careers available to modern women.

The third chapter discussed Joor’s career following her work for Stickley’s
Craftsman Workshops, describing her life and work in Chicago and beyond as she began
writing for magazines more seriously. To supplement her income, Joor crafted articles on
home improvement projects and domestic textile craft projects for publication in several
magazines, including the familiar pages of The Craftsman but also expanding to more
generalized women’s publications and shelter magazines. Joor’s magazine articles

furthered her notion of introducing handicraft to wider audiences through promoting
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accessible textile-based projects, and she wrote for magazines with wide and diverse
audiences where she provided suggestions for executing her designs successfully in one’s
own home. Just as the affordable textiles that Joor designed for Stickley’s company acted
as an entry point for purchasing Arts and Crafts goods, Joor’s articles introduced a wider
audience to both the style and ethos of the Movement. When she moved to South Dakota
to take up a homesteading claim — her own experiment in simplified living — Joor wrote
several articles about her experience, presenting it as a romantic experience in simple
living among nature. The simple life, as understood by many adherents of the Arts and
Crafts Movement, constituted a retreat from the city, moral education through domestic
appreciation, and self-improvement by means of home beautification.*** To the outside
viewer (and reader) Joor’s cabin life in South Dakota embraced all of these elements, from
the cooperative, rural life she led among her fellow intrepid homesteaders to the earnest
delight she took in outfitting her little sod cabin with simple furniture and textiles she made
herself. Inspired readers could create a similar environment for their own homes in the
suburbs, using Joor’s practical advice as a guide.

As noted in the Introduction to this thesis, the modern interpretation of women
artists’ roles in the Arts and Crafts Movement has often tended toward the restrictive,
limiting picture presented by Anthea Callen. It is true that the Victorian-era ideal in which
women figured as the spiritual guardians of the domestic sphere carried over into the Arts
and Crafts Movement, limiting many women artists to craft pursuits that could be
successfully carried out in the home. A paternalistic disregard for women’s crafts was
certainly present in many American Arts and Crafts circles, as evidenced by Boston

Society of Arts and Crafts leader Frederick Allen Whiting’s claim that “the Arts and Crafts
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movement ... is certainly not an endeavor to supplant the old time sewing circle,” and
influential ceramicist and educator Charles Fergus Binns’ dismissal of many local
women’s art clubs, which he felt suffered from lack of professional skills or direction.**® In
a 1908 essay he opined that “these lighthearted schoolgirls wholly fail to grasp the
significance of craft work,” claiming that “[t]heir hands are wholly untrained and if they
can unearth a design from some journal published in the interest of art and reproduce the
same, they are satisfied.”**

But it is perhaps unfair to hold the nineteenth- and early twentieth-century artists
and intellectuals of the Arts and Crafts Movement to modern standards of gender equality,
despite the interest that many of the same individuals professed in other socially
progressive causes. As historians like Catherine Zipf, Wendy Kaplan and Eileen Boris
have pointed out, the Arts and Crafts Movement’s emphasis on elevating crafts to equal
footing as painting and sculpture helped to promote the idea of traditional women’s skills
transitioning into professional design activities.™>” This provided opportunities for women
to commercially benefit from their skills in ways that were previously only available to
men, and perhaps paved the path toward future acceptance of women as viable workers in
the professional realm.

In many ways, Joor’s career did not challenge or break out of the gender-prescribed
limitations of her era. Her artwork adhered to the artistic disciplines that were deemed
suitably feminine for women artists, including ceramics (decorating and hand-molding,
rather than actually throwing and shaping the clay), embroidery and other textile arts, and

drawing and watercolors. She remained a self-supported single woman throughout her life,

but her professional activities were limited to the realms considered appropriate for
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women: teaching, writing, and artistic pursuits. However, Joor used the professional
avenues available to her to great effect, spreading the message of the movement she
believed in and indelibly shaping the character of Arts and Crafts in homes across the
United States. That the large majority of her readers and also likely the bulk of consumers
of her Craftsman textiles were female underscores the important role that women played in
the American Arts and Crafts Movement. With its focus on equating the domestic realm to
the fine arts, the Arts and Crafts introduced high-minded notions of good design and
honest living into American households on the one hand, while elevating the handicrafts
practiced by many amateur women — some of them the purchasers of Joor’s Craftsman
kits, or followers of her magazine articles on stenciled textiles — to the realm of virtuous
artistic pursuits.

Like many other women of her generation, whose quiet but tireless contributions to
the growth and nature of the Arts and Crafts Movement remained largely anonymous, Joor
worked as a transmitter and a popularizer. Through her efforts the aesthetics and
techniques developed by talented artisans and idealists at Newcomb College were injected
into the design department at a major purveyor of the Arts and Crafts style and ideology.
Joor introduced the ideals of an insular group of artisans and devotees to the movement
were introduced to a broader audience in Joor’s design articles and stories. Many amateur
artisans, who otherwise may not have participated in the movement at large, became active
participants in the Arts and Crafts. For a movement to have agency, it must have a
presence extending beyond the hearts and minds of those thoroughly ingrained in its

genetics and principles. Joor’s work as a writer, artist and designer helped to represent and
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encourage an embrace of the ideals of the Arts and Crafts Movement to the wider

American public.

Introduction
! Harriet Joor, “The Common Chord: A Thanksgiving Story,” The Craftsman, November 1905, 259.

2 Anthea Callen, “Sexual Division of Labor in the Arts and Crafts Movement,” Woman’s Art Journal 5:2
(1984): 1, 5.

% Catherine W. Zipf, Professional Pursuits: Women and the American Arts and Crafts Movement (Knoxville:
The University of Tennessee Press, 2007), 1-2.

4 Clive Edwards, “Home is Where the Heart Is: Women, Handicrafts, and Home Improvements 1750-1900,”
Journal of Design History 19:1 (2006): 11.

® Quoted in Mary O’Conner Newell, “The Girl Who Goes West,” Chicago Record Herald, August 17, 1913.

Chapter One
® Harriet Joor, “Dropped Stitches,” The Women'’s Magazine, May 1910, 10.
" J.B.S. Norton, “Joseph F. Joor,” Botanical Gazette 26:4 (1898): 272.

& Twelfth Census of the United States, 1900, State of Louisiana, Parish of Orleans, 2" Precinct, City of New
Orleans, Ward 14, Supervisor’s District No. 1, Enumeration District No. 131, Sheet No. 8-9.

o Norton, “Joseph F. Joor,” 273.

% An act to encourage the holding of a World'’s Industrial and Cotton Centennial Exposition in the year
eighteen hundred and eighty-four, Statutes at Large, 22, chap. 42, 413-14 (1883). Quoted in Thomas D.
Watson, “Staging the ‘Crowning Achievement of the Age:” Major Edward A. Burke, New Orleans and the
Cotton Centennial Exposition,” Louisiana History: The Journal of the Louisiana Historical Association 25:4
(1984): 236.

1 Samuel C. Shepherd, “A Glimmer of Hope: The World’s Industrial and Cotton Centennial Exposition,
New Orleans, 1884-1885,” Louisiana History: The Journal of the Louisiana Historical Association 26:3
(1985): 273.

' Ibid., 286.
3 World’s Industrial and Cotton Exposition, Woman’s Department, Report and Catalogue of the Woman’s

Department of the World’s Exposition, Held at New Orleans, 1884-1885 (Boston 1885), 11, 13. Quoted in
Shepherd, “A Glimmer of Hope,” 285.



98

' See Suzanne Ormand and Mary E. Irvine, Louisiana’s Art Nouveau: The Crafts of the Newcomb Style
(Gretna: Pelican Publishing Co., 1976), 4-10 and Jessie Poesch and Sally Main, Newcomb Pottery and
Crafts: An Educational Enterprise for Women 1895-1940 (Atglen: Shiffer Publishing Ltd., 2003), 12-14.
5 Ormand and Irvine, Louisiana’s Art Nouveau, 9-10.

' Ibid., 15.

" Ibid., 16.

18 Joor’s course grades are listed in “Record of Scholarship and Attendance 1888-1903 in the collection of
the Newcomb Archives.

19 This certificate is pasted in Harriet Joor’s scrapbook, now part of Record Group 62: Harriet C. Joor
Collection at the Louisiana State Museum Historical Center.

20 Norton, “Joseph F. Joor,” 272.
2! Ellsworth Woodward, “Present Day Art in the South: Cause and Effect,” The Art Bulletin 6:1 (1923): 8.

2 Mary Ann Stankiewicz, “From the Aesthetic Movement to the Arts and Crafts Movement,” Studies in Art
Education 33:3 (1992): 169.

% Tulane Catalog, Newcomb, Special and Normal Art Classes, 1895-96, 100. Quoted in Poesh and Main,
Newcomb Pottery and Crafts, 25.

2 Ormand and Irvine, Louisiana’s Art Nouveau, 158.
% poesch and Main, Newcomb Pottery and Crafts, 35.

% Annual Bulletin, Tulane University, 1901-1902, 34-35. Newcomb Archives, Newcomb College Center for
Research on Women, Tulane University.

%" poesch and Main, Newcomb Pottery and Crafts, 59.

%8 Untitled article, Times-Democrat, October 3, 1900. Quoted in Poesch and Main, Newcomb Pottery and
Crafts, 60.

% poesch and Main, Newcomb Pottery and Crafts, 61-62.

%0 For more on this notion, and the idealized workspace as laid out by Chicago Arts and Crafts promoter

Oscar Lovell Triggs in adherence to Ruskins principles, see Eileen Boris, “’Dreams of Brotherhood and

Beauty’: The Social Ideas of the Arts and Crafts Movement,” in The Art that Is Life: The Arts and Crafts
Movement in America, 1875-1920, Wendy Kaplan et al (Boston: Little Brown, 1987), 212.

%1 Twelfth Census of the United States, 1900, State of Louisiana, Parish of Orleans, 2™ Precinct, City of New
Orleans, Ward 14, Supervisor’s District No. 1, Enumeration District No. 131, Sheet No. 8.

%2 Undated letter, probably from April 1960, from Harriet Joor to unknown recipient. Class of 1895 File,
Newcomb Archives, Newcomb College Center for Research on Women, Tulane University.

% Nancy E. Green, “Arthur Wesley Dow, His Art and His Influence” in Arthur Wesley Dow: His Art and His
Influence by Nancy E. Green et al (New York: Spanierman Gallery, 1999), 10, 20.



99

% Frederick C. Moffatt, “Arthur Wesley Dow and the Ipswich School of Art,” The New England Quarterly
49:3 (1976): 340.

% Ibid., 341.

% Green, “Arthur Wesley Dow, His Art and His Influence,” 26.

¥ Undated, unidentified article from New Orleans newspaper, clipped and pasted in Mrs. Newcomb’s
scrapbook, University Archives, Howard-Tilton Library, Tulane University. Reproduced in Harriet Joor
Vertical File, Newcomb Archives, Newcomb College Center for Research on Women, Tulane University.
% Moffatt “Arthur Wesley Dow and the Ipswich School of Art,” 346.

% Undated, unidentified article from New Orleans newspaper pasted in Mrs. Newcomb’s scrapbook,
University Archives, Howard-Tilton Library, Tulane University. Transcribed and collected in Harriet Joor
Vertical File, Newcomb Archives, Newcomb College Center for Research on Women, Tulane University.

0 1bid.

! Marilee Boyd Meyer, “Arthur Wesley Dow and his Influence on Arts and Crafts,” in Arthur Wesley Dow
1857-1922: His Art and His Influence by Nancy E. Green et al. (New York: Spanierman Gallery, 1999), 50.

*2 Green “Arthur Wesley Dow, His Art and His Influence,” 27. Joor and Mason’s signatures appear in a
“Steamer Packet” that Dow’s students from the 1903 Summer School assembled as a gift for him and his
wife as they prepared to embark on a journey to Asia in the fall. “Steamer Packet,” Arthur Wesley Dow
Papers, microfilm roll 1034, Archives of American Art.

** Harmer’s textile courses were taught at the Ipswich school’s Emerson house, an historic homestead
formerly owned by Thomas Emerson, ancestor of Transcendental poet Ralph Waldo Emerson. Joor was later
quoted as having attended classes at the Emerson House while studying at Ipswich. See Moffat, “Arthur
Wesley Dow and the Ipswich School of Art,” 346.

* Jessie Poesch, “Arthur Wesley Dow and Art Pottery: The Beauty of Simplicity” in Arthur Wesley Dow and

American Arts and Crafts by Nancy E. Green and Jessie Poesch (New York: The American Federation of Art
in association with Harry N. Abrams, 1999), 114.

* Unidentified, undated article from Mrs. Newcomb’s scrapbook, Tulane University Archives. Transcribed
and stored in the Harriet Joor Vertical File at the Newcomb Archives, Newcomb College Center for Research
on Women, Tulane University.

“ Ellsworth Woodward, “Needlework in Newcomb Art School,” Brush and Pencil 15:6 (1905): 316.

*" Ibid., 315.

48 Callen, “Sexual Division of Labor in the Arts and Crafts Movement,” 4.

* Dianne Ayres et al, American Arts and Crafts Textiles (New York: Harry N. Abrams, Inc., 2002), 13-14.

% Candace Wheeler, The Development of Embroidery in America (New York: Harper and Brothers, 1921),
112.

> Ayres, American Arts and Crafts Textiles, 24.

%2 Woodward, “Needlework in Newcomb Art School,” 316.



100

*% Rita Curry-Pittman, “Newcomb Art Textiles,” unpublished manuscript, The Newcomb Archives,
Newcomb College Center for Research on Women, Tulane University.

* Ibid.

% Woodward, “Needlework in Newcomb Art School,” 313.

% Harriet Joor, “A Group of Embroidered Bags,” unknown date. Clipping in Joor’s scrapbook of published
designs and articles, Record Group 62: Harriet C. Joor Collection, Louisiana State Museum Historical
Center.

%" Harriet Joor, “The Decoration of Darning,” The Delineator, May 1912, 411.

%8 Harriet Joor, “The Art Industries of Newcomb College,” The International Studio, July 1910, 6, 36.

Chapter Two

% Gustav Stickley, “Thoughts Occasioned by an Anniversary: A Plea for a Democratic Art,” The Craftsman,
October 1904, 53.

8 Zipf, Professional Pursuits, 144.

8 Marilyn Fish, The New Craftsman Index (Lambertville: The Arts and Crafts Quarterly Press, 1997), 10.
%2 Irene Sargent, “An Art Industry of the Bayous,” The Craftsman, October 1903, 70-76.

83 «Art Needlework in Newcomb College,” The Craftsman, December 1903, 282-286.

% In correspondence dated April 1935 Joor requested records of her graduate work with Dr. Sharp at Tulane,
indicating that at the time she had hoped to finish her Master’s degree. Letter dated April 17, 1935 from
Florence M. Fouert, Assistant Registrar, Newcomb College to Mr. G.B. Hasty, Registrar, Tulane University.
Harriet Joor Student Record File, The Newcomb Archives, Newcomb College Center for Research on
Women, Tulane University. A copy of Joor’s short story “Christ Among His Fellowmen,” published as a
separate pamphlet after its appearance in The Craftsman in 1905, was inscribed with a message to Dr. Robert
Sharp by the author and now resides in the Howard-Tilton Memorial Library, Tulane University. A
photocopy of this pamphlet is stored in the Harriet Joor Vertical File at the Newcomb Archives.

% Joor’s short story “Number Twelve” was reprinted in the Chicago Tribune from the New Orleans Times-
Democrat on September 19, 1898. Another essay, title unknown, is pasted in Joor’s scrapbook of designs
and articles with the hand-written note “First writing I was paid for 3.00.” The date of publication of this
essay is unknown. Record Group 62: Harriet C. Joor Collection, Louisiana State Museum Historical Center.

% patricia Brady, “Literary Ladies of New Orleans in the Gilded Age,” Louisiana History: The Journal of the
Louisiana Historical Association 33:2 (1992): 149.

%7 David Cathers, Gustav Stickley (New York: Phaidon, 2003), 169.

%8 Fish, The New Craftsman Index, 16.

% Harriet Joor, “A Lover of the Beautiful,” The Craftsman, October 1905, 75.

0 «A Lover of the Beautiful” was later published as a separate volume in 1925 bound together with “The

Book of His Youth,” another story that Joor first published in 1915 set in the same fictional monastery. This
1925 volume included original illustrations by Joor, and was dedicated to Ellsworth Woodward, Gertrude



101

Roberts Smith and Mary Gibson [sic] Sheerer, “truest of guides in the quest of the beautiful.” Harriet Joor, A
Lover of the Beautiful and the Book of His Youth (Boston: The Gorham Press, 1925).

™ Joor, “The Common Chord,” 257.
"2 Ibid., 259.
" Ibid.

™ Undated, unidentified newspaper clipping from Harriet Joor scrapbook, with handwritten date “Dec. *05.”
Record Group 62: Harriet C. Joor Collection, Louisiana State Museum Historical Center.

™ Annual Register, July 1905-July 1906, The University of Chicago (Chicago: University of Chicago Press,
1906), 30.

"®Katherine Camp Mayhew and Anna Camp Edwards, The Dewey School: The Laboratory School of the
University of Chicago, 1896-1903 (New York: D. Appleton-Century Co., 1936), 3.

" Anne Durst, Women Educators in the Progressive Era: The Women Behind Dewey’s Laboratory School
(New York: Palgrave MacMillan, 2010), 127-130.

"8 Harriet Joor, “Clay Work in the University Elementary School,” The Elementary School Teacher 7:9
(1907): 550.

" «Successful Art Career of Former Newcomb Girl.” llinois Illustrated Review (undated). From Harriet
Joor design scrapbook. Record Group 62: Harriet C. Joor Collection, Louisiana State Museum Historical
Center.

8 The Art Institute of Chicago, Catalogue of the Eighth Annual Exhibition of Original Designs for
Decorations and Examples of Art Crafts Having Distinct Artistic Merit, December 7 — December 23, 1909
(Chicago: The Art Institute of Chicago, 1909), np.

81 «Art Institute Exhibition,” Palette and Bench 1:6 (1908): 142.
82 Newell, “The Girl Who Goes West.”

8 In a biography of Harriet Joor printed in the Southwestern Louisiana Institute’s alumni newsletter on the
occasion of her retirement, the author writes: “New York called her next, where she served on the editorial
board of the magazine The Craftsman.” “Beloved Faculty Members Retire,” Southwestern Louisiana
Institute Alumni News, Summer 1939. Photocopied article in Harriet Joor file, Special Collections, Edith
Garland Dupré Library, University of Louisiana at Lafayette.

8 Record Group 62, Harriet C. Joor Collection. The author was made aware of this resource through
notations in the exhibition catalogue Gustav Stickley and the American Arts and Crafts Movement by Kevin
Tucker et al New Haven: Yale University Press, 2010), and the monograph Gustav Stickley by David Cathers
(New York: Phaidon, 2003). Both Cathers and Tucker cite Rita Curry-Pittman as the researcher responsible
for discovering the clippings in this scrapbook and suggesting this attribution.

8 «“pioneer Work of Women in Tasteful and Economical Interior Decoration,” The Craftsman, December
1907, 353-357.

® Annual Register, July 1905-July 1906, The University of Chicago (Chicago: University of Chicago Press,
1906), 460. While living in South Dakota between 1910/11 and 1915, Joor kept several handwritten lists of
close friends and family members with whom she exchanged Christmas cards and gifts every year. “Bess
Menage” appears on these lists several times.



102

8 Harriet Joor, “Bag Suggestions,” Good Housekeeping, December 1909.

8 «Needlework,” The Craftsman, November 1907, 226.

% Ibid., 226-227.

% Ibid.

®! «Curtains and Coverlet,” The Craftsman, July 1903, 288-289.

% «Stencil Work,” The Craftsman, December 1907, 348.

% Ayres, American Arts and Crafts Textiles, 181.

* Ibid., 70, caption to “No. 11363 Seed-pod design for appliqué.”

% Joor may have tacitly referenced her involvement in the Newcomb-derived designs of Craftsman
needlework textiles in a 1910 article she wrote for International Studio about the craft industries of
Newcomb College. In the article she states that “In New York City there is one school of embroidery that
frankly and confessedly follows in the trail blazed by the Newcomb workers.” From Joor, “The Art

Industries of Newcomb College,” 36.

% Barry Sanders, A Complex Fate: Gustav Stickley and the Craftsman Movement (Washington D.C.:
Preservation Press, 1996), 55-56.

 1bid., 63-64.

%Morna O’Neill, “Rhetorics of Display: Arts and Crafts and Art Nouveau at the Turin Exhibition of 1902,”
Journal of Design History 20:3 (2007): 219.

% Irene Sargent, “An Art Industry of the Bayous,” The Craftsman, October 1903, 73.
100 “Needlework,” 226.

% 1bid.

102 Ayres, American Arts and Crafts Textiles, 171.

103 Craftsman Fabric and Needlework from the Craftsman Workshops, 1908, 67-72.

104 Catalogue of Craftsman Furniture (1909; repr., New York: Turn of the Century Editions, 1990), 27, 64,
67, 154. Citations are to the Turn of the Century Editions edition.

195 For a further discussion of the historical over-simplification resulting from an art historical approach

focused on specific designers and their work, see Cheryl Buckley, “Made in Patriarchy: Toward a Feminist
Analysis of Women and Design,” Design Issues 3:2 (1986): 10-14.

106 By 1909 Stickley’s Fabric and Needlework Department had over twenty-three full-time employees. See
David Cathers, Gustav Stickley (New York: Phaidon, 2003), 164.

197 Ejleen Boris, Art and Labor: Ruskin, Morris and the Craftsman Ideal in America (Philadelphia: Temple
University Press, 1986), 192-193.



103

1% William Morris, “The Revival of Handicraft,” reprinted in The Theory of Decorative Art, ed. by Isabelle
Frank (New Haven: Yale University Press, 2000), 170.

Chapter Three

1% Undated article from the Illinois Illustrated Review, c. 1908? Design scrapbook, Record Group 62:
Harriet C. Joor Collection, Louisiana State Museum Historical Center.

19 Harriet Joor, “Artist of the Loom,” House Beautiful, July 1909, 43.

111 catalogue of the 7" Annual Exhibition of Original Designs for Decorations and Examples of Art Crafts
having Distinct Artistic Merit, The Art Institute of Chicago, December 8,1908-December 22, 1908 (Chicago:
The Art Institute, 1908), 34 (cat. 333-356) and 64 (cat. 775-781); Catalogue of the 8" Annual Exhibition of
Original Designs for Decorations and Examples of Art Crafts having Distinct Artistic Merit, The Art Institute
of Chicago, December 7, 1909-December 23, 1909 (Chicago: The Art Institute, 1909), 32-33 (cat. 270-301)
and 56 (cat. 658-665).

12 yoor, “Artist of the Loom,” 44.

113 A clipping of the article describing the event is pasted in one of Joor’s design scrapbooks, accompanied
by a handwritten note detailing her own memories of the party. Although the artist responsible for the
illustration featured in the article is not identified, Robie indicates that the artist was one of the party guests.
The style of the illustration is consistent with many of the watercolors that Joor executed for an unpublished
manuscript for a children’s book titled Paper Town Folks, now in the collection of the Louisiana State
Museum’s Historical Center. Record Group 62: Harriet C. Joor Collection.

114 «pioneer Work of Women in Tasteful and Economical Home Decoration,” The Craftsman, December
1907, 353-357.

5 Joor, “Bag Suggestions.”

118 Harriet Joor, “Artistic Stenciled Scarves,” Woman’s Home Companion, January 1910.

7 Fish, The New Craftsman Index, 16.

118 Catalogue of the 8" Annual Exhibition of Original Designs for Decorations and Examples of Art Crafts
having Distinct Artistic Merit, The Art Institute of Chicago, December 7, 1909-December 23, 1909 (Chicago:
The Art Institute, 1909), 32.

19 Harriet Joor, “Pottery Making Without a Wheel,” The Craftsman, November 1910, 205-207.

120 Harriet Joor, “Stenciled Draperies for a Brown and Gold Living Room Designed by Harriet Joor,” The
Craftsman, May 1911, 216-219.

12 Joor, “The Decoration of Darning,” 411.

122 Craftsman Furniture (1910), 4-5. Quoted in Cathers, Gustav Stickley, 164.
123 Norton, “Joseph F. Joor,” 272.

124 Newell, “The Girl Who Goes West.”

125 Mary Given Sheerer, “Newcomb Pottery Workers, An Appreciation,” unidentified newspaper clipping,
Design Scrapbook, Record Group 62: Harriet C. Joor Collection, Louisiana State Museum Historical Center.



104

126 Harriet Joor, “The Winning of a Homestead,” The Craftsman, January 1915, 436.

127 «“Making Life Worth Living,” Independent 54 (1904), 1044-1055, quoted in David E. Shi, The Simple
Life: Plain Living and High Thinking in American Culture. (Athens: The University of Georgia Press, 1985),
177.

128 Norton, “Joseph F. Joor,” 272-273. In a footnote the author writes that his sketch of Joor’s life was
completed with the aid of Mrs. Ella Joor, Harriet Joor’s mother. The anecdotes relating to Dr. Joor’s fragile
health presumably come from Mrs. Joor’s testimony.

129 K atherine Williams, “American Women and ‘Nervousness:” Neurasthenia Then and Now,” in Women on
the Verge: The Culture of Neurasthenia in Nineteenth-Century America, by Katherine Williams et al
(Stanford: Iris and B. Gerald Cantor Center for Visual Arts at Stanford University, 2004), 11.

130 Newell, “The Girl Who Goes West.”

BlHarriet Joor, “Individuality in Home Decoration,” Country Life in America, November 1911, 25.

132 See Shi, The Simple Life.

133 T J. Jackson Lears, No Place of Grace: Antimodernism and the Transformation of American Culture,
1880-1920 (Chicago: University of Chicago Press, 1981).

134 See Heidi Nasstrom Evans, “Live in the Country with Faith:* Jane and Ralph Whitehead, the Simple Life
Movement, and Arts and Crafts in the United States, England, and on the Continent, 1870-1930,” (PhD diss.,
University of Maryland, 2008).

" Ibid., 78.

13 George Wharton James, “Two Days with M. Wagner,” The Craftsman, November 1904, 184.

137 Irene Sargent, “In Praise of Country Life,” The Craftsman, February 1903, 274.

138 See “The Simplification of Life: Extracts from an Essay in ‘England’s Ideal’ by Edward Carpenter,” The
Craftsman, December 1905, 405-413; John Spargo, “Edward Carpenter, the philosopher: His Gospel of
Friendship and Simplicity” The Craftsman, October 1906, 44-56; and Irwin M. MacDonald, “A Visit with
Edward Carpenter,” The Craftsman, November 1909, 116-124.

139 Stanley Pierson, “Edward Carpenter: Prophet of a Socialist Millennium,” Victorian Studies 13 (1970):
303.

140 Chushichi Tsuzuki, Edward Carpenter: Prophet of Human Fellowship, (New York: Cambridge
University Press, 1980), 54.

141 Shi, The Simple Life, 126-27.
142 Newell, “The Girl Who Goes West.”
%3 Homestead National Monument of America: About the Homestead Act, last updated August 30, 2011,

http://www.nps.gov/home/historyculture/abouthomesteadactlaw.htm. The Homestead Act remained in effect
until it was repealed in 1976, although provisions for homesteading continued in Alaska until 1986.

%4 Newell, “The Girl Who Goes West”.


http://www.nps.gov/home/historyculture/abouthomesteadactlaw.htm

105

145 Joor, “The Winning of a Homestead,” 441.
1% Ipid., 438.

"7 Ibid., 437.
148 Newell, “The Girl Who Goes West.” In this article, the author states that “[Joor] has kept craftsman
contributions going out to eastern magazines. In the “soddy” near the Bad Lands her creative imagination
has worked as vividly as ever. The evidence is in the ready sale of her applied designs, accompanied by
articles, and in the improvements about her claim which she has been able to make in these last here years
because of her art-craft and literary work.”

9 Joor, “The Winning of a Homestead,” 440.
150 Funeral Notice for “Miss Harriette Joor,” unknown, undated newspaper clipping, Harriet Joor Vertical
File, The Newcomb Archives, Newcomb Center for Research on Women, Tulane University.

51 «Beloved Faculty Members Retire,” Southwestern Louisiana Institute Alumni News, Summer 1939.
Photocopied article in Harriet Joor file, Special Collections, Edith Garland Dupré Library, University of
Louisiana at Lafayette.

152 See Harriet Joor, “A Stenciled House,” County Life in America, November 1910, 121-122.

153 “Beloved Faculty Members Retire.”

154 See Cheryl Robertson, “House and Home in the Arts and Crafts Era: Reforms for Simpler Living,” in The
Art that is Life: the Arts and Crafts Movement in America, 1875-1920 by Wendy Kaplan et al (Boston: Little
Brown, 1987), 336.

15 Frederick Allen Whiting “Deerfield Summer 1908,” quoted in Boris, Art and Labor, 119.

156 Charles Fergus Binns, “The Arts and Crafts Movement in America: Prize Essay,” The Craftsman, June
1908, 276.

157 See Zipf, Professional Pursuits, 1-2; Wendy Kaplan, “Women Designers in the Arts and Crafts
Movement,” in Women Designers in the USA, 1900-2000: Diversity and Difference, ed. Pat Kirkham (New
Haven: Yale University Press, 2000), 85; Boris, Art and Labor, 120-121.



106

Bibliography

Annual Bulletin, Tulane University, 1901-1902, Newcomb Archives, Newcomb College
Center for Research on Women, Tulane University, New Orleans, Louisiana.

Annual Register, July 1905-July 1906, The University of Chicago. Chicago: University of
Chicago Press, 1906.

“Art Institute Exhibition.” Palette and Bench 1:6 (1908): 142-146.
“Art Needlework in Newcomb College.” The Craftsman, December 1903, 282-286.

Ayres, Dianne, Timothy Hansen, Beth Ann McPherson and Tommy Arthur McPherson
I1. American Arts and Crafts Textiles. New York: Harry N. Abrams, Inc., 2002.

Binns, Charles Fergus. “The Arts and Crafts Movement in America: Prize Essay.” The
Craftsman, June 1908, 275-279.

Boris, Eileen. Art and Labor: Ruskin, Morris and the Craftsman Ideal in America.
Philadelphia: Temple University Press, 1986.

— “’Dreams of Brotherhood and Beauty’: The Social Ideas of the Arts and Crafts
Movement.” In The Art that Is Life: The Arts and Crafts Movement in America,
1875-1920, Wendy Kaplan et al, 208-222. Boston: Little Brown, 1987.

Brady, Patricia. “Literary Ladies of New Orleans in the Gilded Age.” Louisiana History:
The Journal of the Louisiana Historical Association 33:2 (1992): 147-156.

Buckley, Cheryl. “Made in Patriarchy: Toward a Feminist Analysis of Women and
Design.” Design Issues 3:2 (1986): 3-14.

Callen, Anthea. “Sexual Division of Labor in the Arts and Crafts Movement.” Woman'’s
Art Journal 5:2 (1984): 1-6.

Catalogue of the Seventh Annual Exhibition of Original Designs for Decorations and
Examples of Art Crafts having Distinct Artistic Merit, The Art Institute of Chicago,
December 8,1908-December 22, 1908. Chicago: The Art Institute, 1908.

Catalogue of the Eighth Annual Exhibition of Original Designs for Decorations and
Examples of Art Crafts having Distinct Artistic Merit, The Art Institute of Chicago,
December 7, 1909-December 23, 1909. Chicago: The Art Institute, 1909.



107

Catalogue of Craftsman Furniture. 1909. A facsimile of the original edition with a
foreword by William Porter and additional text by Stephen Gray. Published as
Gustav Stickley after 1909. New York: Turn of the Century Editions, 1990. Page
references are to the Turn of the Century Editions edition.

Cathers, David. Gustav Stickley. New York: Phaidon, 2003.

Class of 1895 Folder, Newcomb Archives, Newcomb College Center for Research
on Women, Tulane University, New Orleans, Louisiana.

Craftsman Fabric and Needlework from the Craftsman Workshops. 1908.

Curry-Pittman, Rita. “Newcomb Art Textiles.” Unpublished manuscript, Newcomb
Archives, Newcomb College Center for Research on Women, Tulane University,
New Orleans, Louisiana.

“Curtains and Coverlet.” The Craftsman, July 1903, 288-289.

Dow, Arthur W. Composition: A Series of Exercises Selected from a New System of Art
Education by Arthur W. Dow. Third edition. New York: Baker and Taylor
Company, 1900.

Durst, Ann. Women Educators in the Progressive Era: The Women Behind Dewey s
Laboratory School. New York: Palgrave MacMillan, 2010.

Edwards, Clive. “Home is Where the Heart Is: Women, Handicrafts, and Home
Improvements 1750-1900.” Journal of Design History 19:1 (2006): 11-21.

Evans, Heidi Nasstrom. “Live in the Country with Faith:” Jane and Ralph Whitehead, the
Simple Life Movement, and Arts and Crafts in the United States, England, and on
the Continent, 1870-1930.” PhD diss., University of Maryland, 2008.

Fish, Marilyn. The New Craftsman Index. Lambertville: The Arts and Crafts Quarterly
Press, 1997.

Green, Nancy E. “Arthur Wesley Dow, His Art and His Influence.” In Arthur Wesley
Dow 1857-1922: His Art and His Influence by Nancy E. Green, Frederick C.
Moffatt, Marilee Boyd Meyer, Richard J. Boyle, Barbara L. Michaels and Lauren
Berkley, 9-37. New York: Spanierman Gallery, 1999.

— “Arthur Wesley Dow, Artist and Educator.” In Arthur Wesley Dow and American
Arts and Crafts by Nancy E. Green and Jessie Poesch, 55-86. New York: The
American Federation of Arts in association with Harry N. Abrams, Inc., 1999.

Harriet Coulter Joor Portfolio, Paul and Lulu Hilliard University Art Museum, University
of Louisiana at Lafayette, Lafayette, Louisiana.



108

Harriet Joor File, Special Collections, Edith Garland Dupré Library, University of
Louisiana at Lafayette, Lafayette, Louisiana.

Harriet Joor Student Record File, Newcomb Archives, Newcomb College Center for
Research on Women, Tulane University, New Orleans, Louisiana.

Harriet Joor Vertical File, Newcomb Archives, Newcomb College Center for Research
on Women, Tulane University, New Orleans, Louisiana.

Homestead National Monument of America: About the Homestead Act, last updated
August 30, 2011,
http://www.nps.gov/home/historyculture/abouthomesteadactlaw.htm.

James, George Wharton. “Two Days with M. Wagner.” The Craftsman, November 1904,
184-195.

Joor, Harriet. “Number Twelve.” Chicago Tribune. Reprinted from New Orleans Times-
Democrat. September 19, 1898.

— “A Group of Embroidered Bags.” Unknown publication, unknown date.
— “A Lover of the Beautiful.” The Craftsman, October 1905, 73-80.

— “The Common Chord: A Thanksgiving Story.” The Craftsman, November 1905,
252-260.

— “Clay Work in the University Elementary School.” The Elementary School
Teacher 7:9 (1907): 548-550.

— “An Artist of the Loom.” House Beautiful, July 1909, 43-44.

— “Bag Suggestions.” Good Housekeeping, December 1909.

— “Artistic Stenciled Scarves.” Woman's Home Companion, January 1910.

— “Dropped Stitches.” The Women’s Magazine, May 1910, 10-11.

— “A Stenciled House.” County Life in America, November 1910, 121-122.

— “Pottery Making Without a Wheel.” The Craftsman, November 1910, 205-207.

— “The Art Industries of Newcomb College.” The International Studio, July 1910, 4-
14, 36-38.

— “Stenciled Draperies for a Brown and Gold Living Room.” The Craftsman, May
1911, 216-219.


http://www.nps.gov/home/historyculture/abouthomesteadactlaw.htm

109

— “Individuality in Home Decoration.” Country Life in America, November
1911.

— “The Decoration of Darning.” The Delineator, May 1912, 411.
— “The Winning of a Homestead.” The Craftsman, January 1915, 437-441.

Kaplan, Wendy. “Women Designers in the Arts and Crafts Movement.” In Women
Designers in the USA, 1900-2000: Diversity and Difference, edited by Pat
Kirkham, 85-99. New Haven: Yale University Press, 2000.

Lears,. T. J. Jackson. No Place of Grace: Antimodernism and the Transformation of
American Culture, 1880-1920. Chicago: University of Chicago Press, 1981.

Mayhew, Katherine Camp and Anna Camp Edwards. The Dewey School: The Laboratory
School of the University of Chicago, 1896-190. New York: D. Appleton-Century
Co., 1936.

Meyer, Marilee Boyd. “Arthur Wesley Dow and his Influence on Arts and Crafts.” In
Arthur Wesley Dow 1857-1922: His Art and His Influence by Nancy E. Green,
Frederick C. Moffatt, Marilee Boyd Meyer, Richard J. Boyle, Barbara J. Michaels
and Lauren Berkley, 45-75. New York: Spanierman Gallery, 1999.

Moffatt, Frederick C. “Arthur Wesley Dow and the Ipswich School of Art.” The New
England Quarterly 49:3 (1976): 339-355.

Morris, William. “The Revival of Handicraft.” Reprinted in The Theory of Decorative
Art, edited by Isabelle Frank, 169-176. New Haven: Yale University Press, 2000.
First published in Fortnightly Review, November 1888.

“Needlework.” The Craftsman, November 1907, 226-228.

Newell, Mary O’Conner. “The Girl Who Goes West.” Chicago Record Herald, August
17,1913.

Norton, J.B.S. “Joseph F. Joor.” Botanical Gazette 26:4 (1898): 270-274.

O’Neill, Morna. “Rhetorics of Display: Arts and Crafts and Art Nouveau at the Turin
Exhibition of 1902.” Journal of Design History 20:3 (2007): 205-225.

Ormand, Suzanne and Mary E. Irvine. Louisiana’s Art Nouveau: The Crafts of the
Newcomb Style. Gretna: Pelican Publishing Co., 1976.

Pierson, Stanley. “Edward Carpenter: Prophet of a Socialist Millennium.” Victorian
Studies 13:3 (1970), 301-318.



110

“Pioneer Work of Women in Tasteful and Economical Interior Decoration.” The
Craftsman, December 1907, 353-357.

Poesch, Jessie. “Arthur Wesley Dow and Art Pottery: The Beauty of Simplicity.” In
Arthur Wesley Dow and American Arts and Crafts by Nancy E. Green and Jessie
Poesch, 109-126. New York: The American Federation of Arts in association with
Harry N. Abrams, 1999.

Poesch, Jessie and Sally Main. Newcomb Pottery and Crafts: An Educational Enterprise
for Women, 1895-1940. Atglen: Shiffer Publishing Ltd., 2003.

Record Group 62: Harriet C. Joor Collection, Louisiana Historical Center, Louisiana
State Museum, New Orleans, Louisiana. 1978.4.1-18.

Record of Scholarship and Attendance, 1888-1903, Newcomb Archives, Newcomb
College Center for Research on Women, Tulane University, New Orleans,
Louisiana.

Robertson, Cheryl. “House and Home in the Arts and Crafts Era: Reforms for Simpler
Living.” In The Art that is Life: the Arts and Crafts Movement in America, 1875-
1920 by Wendy Kaplan et al, 336-357. Boston: Little Brown, 1987.

Sanders, Barry. A Complex Fate: Gustav Stickley and the Craftsman Movement.
Washington D.C.: Preservation Press, 1996.

Sargent, Irene. “An Art Industry of the Bayous.” The Craftsman, October 1903, 70-76.
— “In Praise of Country Life.” The Craftsman, February 1903, 265-274.

Sheerer, Mary Given. “Newcomb Pottery Workers, An Appreciation,” unknown
publication, unknown date.

Shepherd, Samuel C. “A Glimmer of Hope: The World’s Industrial and Cotton
Centennial Exposition, New Orleans, 1884-1885.” Louisiana History: The Journal
of the Louisiana Historical Association 26:3 (1985): 217-290.

Shi, David E. The Simple Life: Plain Living and High Thinking in American Culture.
Athens: The University of Georgia Press, 1985.

Stankiewicz, Mary Ann. “From the Aesthetic Movement to the Arts and Crafts
Movement.” Studies in Art Education 33:3 (1992): 165-173.

“Steamer Packet,” Arthur Wesley Dow Papers, Microfilm roll 1034, Archives of
American Art, Washington, D.C.

“Stencil Work.” The Craftsman, December 1907, 348-352.



111

Stickley, Gustav. “Thoughts Occasioned by an Anniversary: A Plea for a Democratic
Art.” The Craftsman, October 1904, 42-64.

“Successful Art Career of Former Newcomb Girl.” Illinois Illustrated Review, undated,
possibly 1908.

Tsuzuki, Chushichi. Edward Carpenter: Prophet of Human Fellowship. New York:
Cambridge University Press, 1980.

Tucker, Kevin W., Beverly K. Brandt, David Cathers, Joseph Cunningham, Beth Ann
and Tommy McPherson. Gustav Stickley and the American Arts and Crafts
Movement. New Haven: Yale University Press, 2010.

Twelfth Census of the United States, 1900, State of Louisiana, Parish of Orleans, 2nd
Precinct, City of New Orleans, Ward 14, Supervisor’s District No. 1, Enumeration
District No. 131, Sheet No. 8-9.

Watson, Thomas D. “Staging the ‘Crowning Achievement of the Age:” Major Edward A.
Burke, New Orleans, and the Cotton Centennial Exposition.” Louisiana History:
The Journal of the Louisiana Historical Association 25:4 (1984): 229-257.

Wheeler, Candace. The Development of Embroidery in America. New York: Harper and
Brothers, 1921.

Williams, Katherine. “American Women and ‘Nervousness:’ Neurasthenia Then and
Now.” In Women on the Verge: The Culture of Neurasthenia in Nineteenth-
Century America by Katherine Williams, Zachary Ross, Kathleen Spies, Amanda
Glesmann and Claire Perry. Stanford: Iris and B. Gerald Cantor Center for Visual
Arts at Stanford University, 2004.

Woodward, Ellsworth. “Needlework in Newcomb Art School.” Brush and Pencil 15:6
(1905): 313-316.

— “Present Day Art in the South: Cause and Effect.” The Art Bulletin 6:1(1923): 8-
10.

Zipf, Catherine W. Professional Pursuits: Women and the American Arts and
Crafts Movement. Knoxville: The University of Tennessee Press, 2007.



112

Appendix B: Chronological List of Published Articles and Short Stories by Harriet Joor

“Number Twelve.”Chicago Tribune (reprinted from the New Orleans Times-Democrat)
September 19, 1898.

“Our Potter and His Clay” Harlequin, June 1904.

“A Lover of the Beautiful.” The Craftsman 4:1 (1905): 73-80.

“The Common Chord: A Thanksgiving Story.” The Craftsman 4:2 (1905): 252-260.

“Christ Among His Fellowmen.” The Craftsman 4:3 (1905): 307-318.

“The Gift: A Christmas Story.” The Craftsman 4:3 (1905): 397-404.

“New Orleans, the City of Iron and Lace.” The Craftsman 6:2 (1906): 172-180.

“Clay-Work in the University Elementary School” The Elementary School Teacher 7:9
(1907): 554-559.

“An Artist of the Loom .” House Beautiful, July 1909, 43-44.

“Bag Suggestions,” Good Housekeeping, December 1909.

“Artistic Stenciled Scarves.” Woman’s Home Companion, January 1910.

“Draperies for the Dining Room.” The Craftsman 14:1 (1910): 94-96.

“Pottery Making Without a Wheel.” The Craftsman 14:2 (1910): 205-207.

“Stenciled House” Country Life in America, November 1910, 121-122.

“One Stenciled Pattern Through-Out a Living Room” House and Garden 17 (1910).

“Dropped Stitches.” The Women'’s Magazine, May 1910.

“The Art Industries of Newcomb College” International Studio, July 1910.

“A Stenciled Den: The Successful Use of a Tree Motif.” Woman’s Home Companion,
October 1910.

“Stenciled Draperies for a Brown and Gold Living Room Designed by Harriet Joor.” The

Craftsman 20:2 (1911): 216-219.

“Next Year: A Story.” The Craftsman 20:5 (1911): 488-496.

“A Studio Made Charming with Stencil Work.” The Craftsman 20:6 (1911):620-623.

“Stencils from Nature, with designs by Harriet Joor and Lucy Throop.” Woman’s Home
Companion, August 1911/127.

“Individuality in Home Decoration” Country Life in America, November 1911, 25-27.

“My Garden in the Snow” Country Life in America, December 1911, 17-20.

“Decoration of Darning” Delineator, May 1912, 411.

“Field Flowers in Decoration.” House Beautiful, September 1912, 110.

“How to Stencil Crash” Country Life in America, November 1912, 49.

“Two Flower-Stenciled Bedroom Sets” Woman's Home Companion, April 1913, 50.

“Dogwood Stencil for Summer” Woman’s Home Companion, June 1913, 27.

“Her Hour.” The People’s Home Journal, September 1913.

“Quest of the Curtain” Country Life in America, December 1913, 79-80.

“Stenciled Gifts.” Woman’s Home Companion, November 1913.

“Tray Stencils by Harriet Joor.” Woman’s Home Companion, November 1913.

“Outdoor Gleanings for Interior Use.” House Beautiful, February 1914, 93.

“Nurseries and Playrooms.” House Beautiful, March 1914,

“Bonnie Burrow: the house of a happy homesteader.” House Beautiful, April 1914, xliv-
xlviii,

“Book of His Youth” Lippencott’s Monthly Magazine, August 1914, 94-100.
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“The Romper-Baby Stencil” The Modern Priscilla, August 1914.

“Screens for Use and Decoration” Country Life in America, October 1914, 68.
“The Winning of a Homestead.” The Craftsman, January 1915, 437-441.
“Stenciled Runner.” Woman’s Home Companion, June 1915.

“Grapevine Stencil Used Three Ways.” Woman’s Home Companion, October 1915.
“Paintcraft for the Summer Home.” The Modern Priscilla, June 1921.

Unknown Publication or Date:

“At the Mission.” New Orleans Times-Democrat (?)

“Bird Houses.” Youth’s Companion.

“Enemies.” New Orleans Times-Democrat (?).

“My Wee Brown Soddy.” Farmer’s Wife (early 1920s).

“The Pilgrim’s Christmas.” New Orleans Times-Democrat (?).

“Prairie Girl” or “Birdston Days.” Series of stories published in The Midlander.

“A Group of Embroidered Bags.” Publication unknown, found in Joor’s scrapbook.
“Stenciled Christmas Gifts.” Publication unknown, found in Joor’s scrapbook
“The Stencil and the Needle” Publication unknown, found in Joor’s scrapbook.



