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http://craftrevival.wcu.edu 
This website tells the story of the historic Craft Revival and its impact on western North Carolina. 
 
http://craftresearch.blogspot.com/ 
The blog form[s] the thread which runs through a research project exploring ideas of slowness within craft. 
 
http://www.digitalthreads.ca/ 
"Digital Threads is an interactive web environment that highlights new digital artworks by Canadian artists Jennifer Angus, Joanna 
Berzowska, Kai Chan, Ruth Scheuing and Samuel Thomas. Internationally known for innovative work that challenges the boundaries 
of conventional textile arts, these five artists define new territory on the World Wide Web with dynamic projects that link to 50 
exhibitions from the Textile Museum of Canada." 
 
http://www.weavearealpeace.org/   WARP (Weave a Real Peace) 
"Weave a Real Peace (WARP) serves as a catalyst for improving the quality of life of textile artisans in communities-in-need. We 
provide information and networking opportunities to individuals and organizations who value the social, cultural, historic, and 
artistic importance of textiles around the world." 
 
http://www.churchofcraft.org 
Church of Craft.  The mission: "The Church of Craft aims to create an environment where any and all acts of making have value to our 
humanness. When we find moments of creation in our everyday activities, we also find simple satisfaction. The power of creating gives us 
the confidence to live our lives with all the love we can. By promoting creativity, we offer access to a non-denominational spiritual practice 
that is self-determined and proactive.  //  The Church of Craft maintains no dogma or doctrine beyond what every member believes for 
themselves." 
 
http://www.textilemuseum.ca/ 
"The Textile Museum of Canada is one of eight museums of its kind and the only museum in Canada solely dedicated to the 
collection, exhibition and documentation of textiles from around the world. Visitors to the galleries can experience the traditions, 
skills and creative processes that make textile arts so engaging. The collection of more than 12,000 pieces represents over 200 
countries and regions.....The Museum explores the continuum of textile work from antiquity to the present through all its activities 
including exhibitions, collections, education programs, research and documentation." 
 
http://www.performingcraft.com/home/ 
"Gestures of Resistance, a creative/critical undertaking by Shannon Stratton and Judith Leemann, posits craft as methodology, 
extending its province to a range of performances that embody care through deliberate movements and canny gestures. / With 
particular interest in the relationship of slowness and agency, we delineate and then proceed to interrogate a species of action in 
which self-conscious crafting, contextual mischief-making, and cultural re-scripting play themselves out." 
 
http://craftunbound.net/ 
Craft Unbound profiles artists and activities that use the language of craft to reflect on the world. This site arises out of a publication 
Craft Unbound: Make the Common Precious, which also formed the basis of an exhibition that toured to Santiago, Chile. You can 
read the introduction here: http://craftvic.asn.au/exhibit/2005/commonpr/introduction.htm 
Craft Unbound continues the exploration of new developments in contemporary craft, particularly related to the movement of 'poor 
craft'. 'Poor craft' is used here as a term to describe the creative strategy of using materials that have little or no value. It is a style 
that has been important in recent Australian contemporary craft, but resonates also with practices elsewhere, particularly in the 
South. 
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http://subtela.hexagram.ca/ 
Barbara Layne is the Director of Studio subTela at the Hexagram Institute where she works with a team of graduate students from 
Visual Arts and Engineering at Concordia University (Montreal, Canada) and a variety of international collaborators. The Studio is 
focused on the development of intelligent cloth structures for the creation of artistic, performative and functional textiles. Natural 
materials are woven in alongside microcomputers and sensors to create surfaces that are receptive and responsive to external 
stimuli. Controllable arrays of Light Emitting Diodes present changing patterns and texts through the structure of cloth.  Wireless 
transmission systems have also been developed to support real time communication. In both wearable systems and site related 
installations, textiles are used to address the social dynamic of fabric and human interaction. 

 
 
 

 


