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On mask making, Beckie, this art form is intrigu-
ing. We know that the purpose of masks has var-
ied throughout history, from rituals and 
ceremonial events to theatrical performances and 
more. Would you say that a particular culture, 
time period, or art form, such as the masks of Af-
rica or Japan, especially interests you?  
Beckie Kravetz: One thing that has always fascinated 
me about masks is their ability to transform-- 
whether it’s an actor being transformed into a char-
acter or, in a ceremonial context, allowing the wearer 
to become an animal, an ancestor, or an entity from 
the spirit world. All masks have this power, but I have 
always been particularly drawn to the masks created 
by the Kwakiutl tribe in the Pacific Northwest that 
literally embody transformation:  the masks have a 
face within a face and they are rigged with strings so 
that in the course of a ceremonial dance, the string is 
pulled, and the outer face flies open and reveals the 
inner face. Sometimes there are three faces nested 

one inside the other. Those masks have always mes-
merized me. But I love research, and I have shelves 
of books and huge files of images from mask cultures 
all over the world, as well as artists’ masks and masks 
from theater or different periods of history. It’s all 
rich inspiration.  
 
It's fascinating to consider how humanity can be 
both light and breezy and heavy and dark. As you 
developed a deeper understanding of masks, what 
experiences and insights have you gained from ex-
ploring these two opposite sides? 
The Spanish word for mask is máscara: literally 
“more face”. So the mask is not only is a vehicle for 
transformation, but it’s also a way to visually express 
a multiplicity of emotions.  I did a piece many years 
ago when I was in a period of deep grief. I was emo-
tionally exhausted from being in this sad place day 
after day. At one point I had a vision of grief being 
like the endless drudgery of housework—the minute 

you get the dishes or the laundry done it starts piling 
up again, day after day after day.  So I created a life-
sized, nude female figure standing at a laundry line, 
with a basket at her feet, but what is in the basket are 
crumpled masks each of which has the same an-
guished face. Some masks are hung on the line and 
the figure has one in her hands that she’s wringing 
out --the piece is called All Wrung Out-- and it was 
coming out of this very painful place. But often when 
people would look at it, even though they would see 
how vulnerable the figure was and how anguished 
the masks were, they would laugh, because there was 
something funny about the idea of masks being 
washed and hung out to dry.  Even I could see the 
humor in it, though the first time it happened it was 
quite startling. The coexistence of conflicting emo-
tion is part of the essence of life and creating masks 
gives me a powerful way to depict this complexity.   
 
How do you explain the amazing ability to create 
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a mask that initially shows one facial expression 
but then mysteriously transforms to suit the 
actor's various lines and convey multiple emo-
tions? 
That’s part of the magic of theater-- a mask on a mov-
ing body under lights with a costume. It has an inex-
plicable, miraculous capacity to change expression. 
It was kind of a surprise to me the first time I saw 
that happen and I can’t really explain how I do it. It’s 
just seems to be built into the faces. I do think that 
asymmetry in the sculpting is part of what gives the 
ability to have multiple characters, as it allows the 
face to appear slightly different from every angle. 
 
Can you explain from your point of view some of 
the mysteries that draw human beings to wearing 
masks?  
When I teach mask-making I bring a suitcase of 
masks into the class and before starting the art proj-
ect, the students can try on masks and play in them. 
It’s fascinating to see which masks people are at-
tracted to and how they react when the mask goes on 
their face and they interact with each other. I often 
talk about the mask as having the power to both con-
ceal and reveal-- you conceal your own identity and 
that anonymity gives you the freedom to reveal a part 
of yourself that you might otherwise keep hidden. 
   What is commonly thought to be the origin of hu-
mans wearing masks was for practical reasons: Early 
man would drape himself in an animal hide to allow 
him to get closer to the animals he was hunting. 
There’s conjecture that later this would evolve into a 

narrative practice when the men were relaying stories 
of the hunt, using the animal disguise to make the 
storytelling more engaging.   
   From this very early use of masks, I think people 
could feel the power of disguise, and as civilization 
evolved, the use of masking would also evolve to ex-
pand into both social situations as well as a theatrical 
tool. There is also the context of masks as protection, 
whether it’s something as basic as an N-95 mask pro-
tecting us against Covid, or more metaphorical pro-
tection. For example, Japanese samurai armor 
includes metal masks with terrifying expressions in-
tended to frighten the enemy, and in many cultures 
masked rituals are performed to protect the com-
munity from evil spirits or threats from the natural 
world, like the jaguar in the Mexican state of Guer-
erro’s danza del tigre or the Zuni rain dance which 
hopes to prevent drought. It’s a big topic. 
   
Tell us about your involvement with the Berkshire 
Opera Festival?  
I have been working with this wonderful company 
as the wig and makeup designer since its founding 
in 2016. We will be celebrating our 10th anniversary 
with a magnificent production of La Traviata, one of 
my very favorite operas. I came to opera through a 
summer job at Santa Fe Opera back in 1987, when I 
was just out of a props-artisan internship at the Yale 
School Drama. I was hired to make masks, and our 
workshop was next to the wig and makeup depart-
ment. I had no background in opera, but I saw that 
because of the scale of the theater and the fact that 

singers are cast for their voices and not necessarily 
for how much they look like the character, the wig 
and makeup department often has to create signifi-
cant transformations. I thought, well, that’s just like 
mask-making, except working on live faces. 
    So I talked to the head of the wig and makeup de-
partment, and as luck would have it, she needed extra 
help for the opening of the new opera house in Hous-
ton — and after that, in Los Angeles where a new 
company had just been formed. I was able to come 
in on the ground floor of Los Angeles Opera, train 
on the job, and work my way up to being the assistant 
wig master and a principal makeup artist, including 
being Placido Domingo’s makeup artist for 10 years.  
I also feel completely in love with opera as an art 
form.  During this time I continued to make masks 
for theater and also started showing my work in gal-
leries. 
    As I grew as a visual artist, I wanted to spend more 
time sculpting rather than making and dressing wigs, 
so I decided to drop to part-time work at the Opera.  
I eventually left Los Angeles and became a full-time 
studio artist, but after a few years I found I really 
missed the collaborative nature of opera, not to men-
tion being surrounded by that glorious music, so I 
looked for smaller regional companies where I could 
be hired as a visiting wig and makeup designer. 
When my husband and I moved to Western Massa-
chusetts, there was no opera in the Berkshires, so 
when I heard that a new company was opening I im-
mediately sent my resume to Founding General Di-
rector Jonathon Loy.  Continued on next page... 

Beckie Kravetz, All Wrung Out



12 • AUGUST 2025  THE ARTFUL MIND 

I was delighted to be hired on the spot!  To have a 
company of this caliber right in my backyard, and to 
be part of this incredible group of colleagues is a gift. 
Often in Opera, the “design team” is considered to 
be only costumes, sets and lights. With Berkshire 
Opera Festival I have always felt an integral part of 
the collaborative team process. Everything about this 
company is world class, and I could not be prouder 
to be part of it.  We will be giving three performances 
of La Traviata at the Mahawie Theater at the end of 
August. Come see us! 
 
What are some masks that require an extraordi-
nary amount of work and materials?  
Usually, the mask itself is made of a single material 
and that’s pretty straightforward. First, I sculpt in 
clay. Then I make a plaster mold. Then I cast it in 
whatever material is appropriate for either theatrical 
use or for a fine art piece; synthetic rubber, resin, 
bronze, etc.  What tends to take the most time is em-
bellishing the masks. I love using mixed media of all 
kinds, and I will create hair or decorative elements 
that often involve lots of tiny pieces of fabric or yarn 
or wire that are sewn or woven or knotted. This way 
of working is informed by my training at Yale Drama 
as a props artisan, where I was taught how to work 
in a huge variety of materials and to select whichever 
was most appropriate for the project. This is really 
different from a lot of fine artists who focus on one 

material, whether it’s paint or clay or wood, etc. I 
love exploring them all and seeing how I can make 
them fit together. 
 
From a personal point of view, do you believe it's 
better to always present your true self instead of 
hiding? Additionally, in our real-time culture, do 
you think that wearing excessive makeup or rely-
ing on fashion as a façade indicates fear or a de-
sire to conceal something?  
I mentioned earlier that I think the power of masks 
lies in their ability to both conceal and reveal.  I think 
the same can be said for makeup and fashion. Some 
people wear clothing or makeup to hide elements of 
their face or body, but they can also be used to em-
phasize certain features or to express something 
about who they are. I personally almost never wear 
makeup, and my clothing tends to be a handful of 
very basic pieces that I will wear for 20 years or until 
they’re completely falling apart. Maybe that says 
something about my true self. 
 
Actors have the ability to hide their authentic 
selves behind the roles they play. I find myself 
contemplating whether this is one of the primary 
motivations for pursuing acting. What do you 
think? 
I think it varies a lot.  Acting can be an escape from 
a difficult home life, a desire for attention, a place for 

kids who feel they don’t fit into the mainstream to 
find social solidarity, or simply a fun way to explore 
parts of one’s own personality by trying on different 
characters. Or it can be a big ego, craving applause. 
Or it can be a gift for portraying deep insight into 
character. I can’t make generalizations about why ac-
tors choose to do what they do.    
 
Have you ever imagined being a stage performer? 
I actually started out wanting to be an actor and I ma-
jored in theater at Williams College. I loved the chal-
lenge of creating characters and the energy of 
connecting with other actors on stage. But after a 
very short time in the professional world, I realized 
that my talent lay much more in creating moments 
of connection through my sculptures. Though as I 
was more of a character actress than an ingenue, I 
learned to turn my young face into a variety of crea-
tures and crones using theatrical makeup.  I love that 
I am able to practice that craft now without having 
to go onstage.  At this point, I don’t even like taking 
opening night bows when I design shows. 
 
Who have been your greatest influences and in-
spirations inall things art? 
I’ve been fortunate to have this multifaceted career 
as a sculptor, mask-maker and theatrical designer, so 
my influences and inspirations cover a wide range. I 
had a terrific mask making teacher at Yale and then 

Beckie Kravetz, Talk to Me
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I went on to study with master craftsmen in Guate-
mala, Italy, and Spain, where I had a Fulbright to 
work with a 300 year-old puppet company in Cádiz, 
Andalucía. I was mentored and inspired on-the-job 
by wonderful colleagues at LA Opera and in sharing 
studio time with artist friends.  A small sampling of 
the many visual and theatrical artists whose work I 
go back to often includes Gustav Veigland, Javier 
Marín, Donato Sartori, Dario Fo, Steven Legawiec, 
Julie Taymor, Jaume Plensa, Franz Xavier Messer-
schmidt, James Ensor, Rembrandt, Modigliani, Van 
Gough, Daumier, Ansolm Kiefer, William Kittredge, 
Cristina Cordova, and Nicola Hicks. I use Instagram 
and the websites Hyperallergic and Colossal to learn 
about other contemporary artists, and visit galleries 
and museums whenever I can. I also find inspiration 
in nature, music, books, and my writer husband. 
 
Now, I'd like to understand how your figurative 
sculptural work overlaps and contrasts with your 
mask-making art?  
I was always intrigued by the inner surface of the 
mask: the point of transformation between actor and 
character. When I started to show my masks as art 
pieces, I began using the mask interior as a canvas to 
illuminate the identity or history or the mask charac-
ter. I started with painting and collage, then expanded 
into creating 3-dimensional dioramas, like little stage 
models. My theatrical training prepared me to work 

in a wide variety of materials: resin, fabric, synthetic 
rubber, wire, et cetera.  
As my masks evolved into heads, busts, full figures, 
and installations, exploring what goes on “behind the 
scenes” —  the roles we play both in public and pri-
vate — has continued to be part of my work. After 
my years of designing for the opera, I can’t help but 
think of my sculptures as music, creating visual arias, 
duets, and choruses.  I often position two or more — 
sometimes, many —  sculpted figures together, ex-
ploring the dissonances and harmonies of life.  Like 
scenes on a stage, they invite viewers to witness their 
interactions, their emotions, or their solitude. 
 
I see that you are interested in historical aspects 
when creating friezes, particularly in your archi-
tectural and restoration work, such as the Dutch 
House. Please tell us more about how you engage 
in these two areas. 
Working on the Dutch house was a unique, extraor-
dinary opportunity. The house was originally built by 
a Dutch Cocoa Company for the 1893 World’s Fair 
in Chicago. A wealthy man from Boston fell in love 
with it, and after the fair ended he purchased it and 
had it disassembled and rebuilt on his property in 
Brookline, Massachusetts. The exterior had intricate 
friezes and other sculptural details, but over the years 
they had suffered severe weather damage, and in 
some cases the original pieces were completely de-

stroyed. I was hired to sculpt part of the door frame, 
the corbels, and most of the relief panels that 
wrapped around the three stories of the house. I was 
given some very rough sketches, one small grainy 
photograph, and in a couple of cases, actual damaged 
pieces of the original architecture with barely dis-
cernable details, including a corbel bearing three in-
distinct animal heads. With these as reference guides, 
I was commissioned to create new sculptures that 
would echo the originals as closely as possible, and 
where I had to extrapolate from minimal information, 
sculpt something new that conceptually worked with 
the existing design. The house is on the Historic Reg-
ister and is rather amazing. I encourage anyone with 
an interest in architectural history to look it up online 
or drive by if you happen to be in Brookline, al-
though the current owner has installed a fence and 
landscaping that obscure part of the house. I have ex-
tensive information about the restoration process on 
my website, BKSculptureStudio.com. 
 
"The Closet" sculpture seems to be very elabo-
rate and involved. Could you tell us what the 
meaning is and how long it took to create and 
complete this piece?  
The Closet was one of my rare sculptures that ap-
peared in my mind fully formed. I was thinking about 
how we always have choices to make about how we  
Continued on next page... 

Beckie Kravetz, Dutch House Door Frame    Photo credit: Alan Weisman                                    Beckie creating the door frame    Photo credit: Jeff Jacobson
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present ourselves to the world. If I’m having a bad 
day, I can’t bring that into the dressing room if I’m 
working with singers, so I have to choose to wear a 
different face than what I might be feeling inside. I 
had an image of a nude female figure looking into 
her closet, but what's hanging there are faces with 
different expressions rather than clothes. I originally 
conceived of it as a life-size piece for outdoor instal-
lation, but ended up doing it as a smaller sculpture, 
though I still think it would be great as public art. 
   I don’t know that I can say how long exactly the 
piece took. I probably worked on sculpting the figure 
for a couple of months on and off. She is cast in 
bronze; the long, detailed foundry process usually 
takes about 4 to 6 weeks. First, they make a rubber 
mold off of my original sculpt, then pour wax into 
the mold. The wax casting is cleaned and smoothed, 
then dipped multiple times into a ceramic slurry that 
forms a shell around the wax model. That shell is 
then put into a kiln where the ceramic hardens and 
the wax melts out, which is why casting is referred 
to as the lost wax process. You’re left with the hollow 
ceramic shell, into which is poured molten bronze. 
Once the bronze cools, the shell is chipped away and 
the metal cast is revealed, which then needs to be 
cleaned up with fine grinding tools. Finally, chemi-
cals and a blow torch are used to apply the patina.  
      I then took a rubber cast of the face and used that 
as a starting point to make five masks with different 

expressions. These were made with the same tech-
nique I use for my theatrical masks with plaster 
molds and liquid rubber cast into them. The masks 
are painted with acrylic.  The pieces for the wooden 
closet frame and the base were pretty straightforward 
carpentry, but they had to be cut, assembled, sanded, 
stained, and finished with a clear topcoat. The min-
iature hangers that I designed were fabricated by a 
jeweler in silver wire.  
      
Do you have assistants to work with you on big 
projects? What has been your biggest project to 
date? 
As with The Closet, I do collaborate with other craft-
speople if they have skills and techniques that I don’t 
have myself.  For my sculpture Iris Wooed by Zeph-
yrus, created for an exhibition at the Norman Rock-
well Museum I wanted two masks supported by a 
swirl of steel that would suggest the wind. Iris is the 
goddess of the rainbow in Greek myth, and her lover 
Zephyrus, is god of the gentle west wind.  I sculpted 
the masks and cast them in a material called AquaRe-
sin, but the steel support  was built by NMD Iron-
works in Hatfield using my sketch and a mockup I 
made in aluminum wire.  It can take quite a bit of 
time and research to find the right person to fabricate 
what I have in mind. 
     When I am doing projects that are within my own 
skill set, I generally work alone, although I have 

hired assistants when I am creating a solo exhibition 
and have to produce a lot of sculpture in a limited 
amount of time.  They help with things like mold 
making, sanding, painting bases, and packing boxes. 
On some theatrical projects, actors interested in 
learning about mask-making have come to assist me 
in the studio. I greatly enjoy sharing my techniques, 
as well as having some company. Sometimes, having 
assistants also lets me design something more labor-
intensive than what I’d otherwise have time or 
budget to create. 
  For example, the rooster mask I built for a Double 
Edge Theatre production, The Grand Parade, com-
missioned by Arena Stage in Washington DC. The 
feathers were created by ripping thin strips from a 
piece of China silk, cutting them into short pieces, 
then attaching them to fabric mesh using a latch-hook 
designed for rug making. Each feather then had to be 
individually trimmed. It’s a beautiful technique, but 
incredibly laborious. I was delighted to have a group 
of student interns from Double Edge who helped me 
build the mask exactly as I envisioned. 
    My biggest project to date might be an installation 
titled Witness, which consists of 23 life-sized, un-
glazed fired ceramic heads and busts, representing a 
range of ages and ethnicities. They form a crowd that 
has gathered to watch an unknown event, though it 
is clear from their expressions that what is happening 
is powerful, eliciting anguish, tears, withdrawal, 

Beckie Kravetz, The Closet

Beckie Kravetz, Overwhelmed.   
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numbness — some cling to each other. Walking 
among the sculptures, viewers become part of the 
crowd, and the personal histories they bring with 
them inform how they interpret what might be hap-
pening.  This piece emerged from the same period of 
deep grief that inspired All Wrung Out, a time when 
I was acutely aware of how people I met in social or 
professional situations had no idea of what was 
churning inside me — but I realized that I, too, might 
also be making inaccurate assumptions about their 
emotional states.  I wanted to create work that made 
viewers ponder how our response to both life and art 
is a projection of our own individual experience.  So 
this was a big project both in the number of large fig-
ures I sculpted, and in the depth of emotion they 
emerged from. 
 
The mixed media element you added to the classic 
clay sculpture is interesting. How did you start to 
see the 3D part of clay go even further when you 
added mixed media to your work? 
The use of mixed media in my work usually comes 
from a gut feeling more than a pre-considered design 
choice. I look at several different options before de-
ciding on which (if any) embellishments to use.  I 
know when it feels right.  My Sculpted Arias series, 
bronze portrait masks of opera characters, included 
a wide variety of mixed media including sterling 
silver, abalone, gold leaf, mother of pearl, lapis lazuli 

and malachite, as well as rubber, epoxy putty, wood 
veneer and paper.  Operatic themes inspired the use 
of the luxurious elements, and the other mixed media 
referenced the variety of materials used to build the-
atrical productions.  
 
I am looking at "Overwhelmed: The Artist in 
Quarantine Cleans Out Her Office." How did you 
create this piece, and what does it mean? 
In the early days of the pandemic, like so many 
others I dove into some long-ignored house cleaning 
projects including bringing down multiple boxes of 
outdated tax files from the attic. Shredding services 
were expensive (and mostly closed), but I couldn’t 
just recycle them due to sensitive information, so 
they stayed on the floor of my office where I kept 
tripping over them.  Realizing that the boxes were 
both literally and figuratively getting in the way of 
my doing any creative work, I decided to confront 
the beast by using them to create a self-portrait about 
how I was feeling. I bought a large shredder online 
and built the figure’s body using shredded papers 
stuffed into chicken wire. I photographed myself 
making an appropriately harried expression and 
sculpted that into an oversized mask. Except the face, 
every part of the figure, including the hands, is made 
from my old tax documents.  The piece was selected 
for a contemporary portraiture exhibition at the 
D’Amour Museum of Fine Arts in Springfield.  It 

now looms over the dining table on our screened 
porch. 
 
Do you feel you are defying rules or being rebel-
lious with your art?  
I feel that in order for sculpture to be successful it 
must generate an emotional response in the viewer. 
My husband refers to it as the gasp factor. While my 
work is clearly grounded in classical realism, it’s my 
challenge as an artist to go beyond technically mas-
tering the figure and create moments of human con-
nection and emotional truth. I want my sculptures to 
reveal something about the human condition to a 
contemporary audience.  For me, the most exciting 
figurative work has an inexplicable quality that sets 
it apart from work that may be beautifully realistic, 
but without nuance or mystery. I can’t describe that 
quality, but I know it when I sculpt it. 
 
As far as process goes, do you apply glazes and 
fire your sculpture, and do you use acrylic or oil-
based paints? Painting might allow for more fine 
detail work. I'm curious about this in relation to 
the series "The Family," which piqued my inter-
est. 
    I work in many materials other than clay, although 
pottery- or oil-based clay is always the starting point. 
The paint finish depends on what final material I use  
Continued on next page... 

Double Edge Theatre: The Grande Parade.  Rooster mask by Beckie Kravetz       Photo credit: Maria Baranova
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for the mask or sculpture.  The Family is actually cast 
aluminum. The masks were sculpted in oil-based 
clay and cast using the lost wax process. They are 
painted with acrylic.  
    When I sculpt with pottery clay, which gets fired, 
I often let the clay’s natural color be the final finish. 
If I want to add color, I’ll sometimes use underglazes 
to give a base, then create layers of depth with 
acrylics or CeraColor, a cold-wax paint that gives a 
beautiful glowing surface. For masks that are realistic 
human faces, my technique comes directly from 
what I learned as a makeup artist, painting prosthetics 
and rubber bald-caps. I do a basecoat of a couple of 
different flesh tones, which I stipple with primary 
blue, red, and yellow to create the effect of blood ves-
sels beneath the skin. I finish with transparent washes 
of the color I want for the final flesh tone.   
 
How do you decide which sculptures to display in 
public settings? There are times when we create 
art just for ourselves, and I often wonder what 
steps are involved in transitioning from private 
work to public exhibitions. (Aside from commis-
sioned pieces, that is.) 
My public art sculptures were all created specifically 
for outdoor installation in public settings. Some 
pieces were commissioned, but I also seek out open 
calls that offer opportunities (and funding) to make 
work that will be on public view. I always enjoy 
watching people interact with my sculptures. 
    I rarely create art “just for myself”. My studio work 
that is not commissioned is usually part of a body of 
sculpture that I intend to show in an exhibition —
public in a different sense of the word. 
 
So tell about your latest commissions, projects, ex-
perimental work, and any new artistic begin-
nings.  

The past year has been happily full with commission 
work. My most recent project was a set of three large 
masks representing birds of the Chihuahuan Desert 
— a Gambel’s quail, a roadrunner, and a loggerhead 
shrike — which will be installed on swivel-jointed 
poles in the gardens of an educational farm in New 
Mexico; kids will be able to stick their faces inside 
and look around through birds’ eyes. I also sculpted 
a four-foot-high mask that’s now installed on the sec-
ond-story exterior of a home in Vermont that was 
formerly a barn. I also created four identical masks 
of a king who’s the mascot of a chain of cannabis dis-
pensaries in Michigan; a pharaoh mask for a per-
former in California; a devil character for a referee 
on the World Wide Wrestling circuit; and a giant, 
roly-poly, cheerful farmer who is installed outside 
the hardware store on Main Street here in Cumming-
ton. I am now beginning a new body of sculpture for 
my next solo exhibition: my deeply personal re-
sponse to current world events. 
 
Can you describe your studio time and how you 
balance it with your social life and family com-
mitments? 
The quest for balance is an ongoing challenge. I have 
two studios: masks in the basement of our house and 
figurative sculpture in an outbuilding. I love working 
from home but also find it hard not to let household 
responsibilities interfere with studio time.  I tend to 
deal with desk or household tasks after breakfast and 
don’t start in the studio until late morning early af-
ternoon, then tend to stay at work fairly late, espe-
cially  during summer’s long days. My husband is a 
writer and on a similar schedule, so we often don’t 
sit down to dinner until after 8PM.  We do attend so-
cial and cultural events, to make sure we have a life 
outside of our work. 
 

How have today's social and political issues in-
fluenced your beliefs and perspectives as an art-
ist?  Tell us just enough so we get you. 
As I mentioned before, the body of work that I am 
just diving into is a response to what is going on in 
the world right now. Social and political issues have 
not so much influenced my beliefs and perspectives 
as my need to make sculpture and public art about 
them. Most of my previous work has either re-
sponded to personal events or to music that has 
touched me deeply, particularly opera music. This 
new body of work will not, I think, be overtly polit-
ical, but will address the environmental and societal 
repercussions of human activity in general and the 
current administration in particular. 
 
What is your ‘Me Time’ all about? Do you feel 
that taking breaks to do other activities improves 
your focus when you return to the studio? 
It is easy for me to get lost in obsessive detail when 
I work, completely losing track of time. But on the 
flipside, I tend to have several projects going on at 
once in the studio and sometimes when I’m walking 
over to get a tool for one piece, my attention gets dis-
tracted by a project on a different sculpting stand.  
When I need to refocus, taking a break definitely 
helps.  In the summer, “Me Time” is all about the 
garden, but in any season, just stepping outside to be 
in nature — we live in a rural setting surrounded by 
woods — listening to the birds and observing what’s 
going on around me is both inspiration and solace. 
Cooking and baking also offer welcome breaks from 
work. 
 
From your art teaching, what principles are the 
main ideas you tell all your students to remember 
and follow? 
Everyone is an artist, and art has no right answers. 

Beckie Kravetz, The Family

BECKIE KRAVETZ   MASK MAKER AND CONTEMPORARY FIGURATIVE SCULPTOR 
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What challenges and conflicts are you continu-
ously wrestling with? Perhaps we can all relate to 
the ones you can share, as the universal artist 
within us often does. 
As I mentioned before, time management and 
work/life balance are ongoing challenges. I also fight, 
as many artists do, the worry that I won’t be able to 
make my hands do what my mind sees. But I know 
the answer to that is not stress about it, but just to get 
in the studio and let my hands do what they know 
how to do. 
 
By the way, where did you grow up?  Was art a 
staple during your childhood? Give us a picture 
of what you were like back then. 
I grew up in Phoenix, Arizona. I moved there in 1962 
when I was three years old and Phoenix was pretty 
much still a cow town, with only one movie theater 
and one live theater where roadshows would come 
in. My dad loved the desert and the outdoors, but it 
was quite a shock for my mom, who grew up in New 
York City going to Broadway and museums and con-
certs. Phoenix did have an art museum, which I was 

taken to frequently, and the museum offered kids art 
workshops, which my parents were eager to have me 
participate in. The city also had a great children’s the-
ater and I both attended and acted in performances 
from a very young age. I was taken to Phoenix Sym-
phony concerts and started playing cello when I was 
11. I was the youngest member of the Arizona Cello 
Society, a rather incredible gathering of 60 cellists. I 
got to be in a concert where Pablo Casals played and 
conducted, though he was 94 at the time and pretty 
frail, but still, a very special experience. My mom al-
ways loved the opera and listen to the radio broadcast 
every Saturday, but truth be told, as a child, I didn’t 
like it at all and would just leave the house when the 
opera was on. It was a great gift for both of us when 
I fell in love with the art form and we could share it.    
 
How much does your spirituality affect your life 
as an artist? 
My spiritual life is focused on being in nature. I grew 
up Jewish, but don’t practice organized religion. I 
think my connection to the natural world has a pro-
found impact on my life as an artist, starting very 

simply with the joy of having my hands in clay. 
 
What do you feel truly blessed about and for-
tunate to have? 
A wonderful, loving, and supportive husband. A 
beautiful home in a beautiful place. Excellent health. 
Deep family and friend connections, both nearby and 
around the world. Having had the opportunity to 
travel extensively. The security of shelter, food, and 
a supportive community. Growing up in a family that 
appreciated and nurtured my artistic inclinations. The 
incredible gift of living life as an artist. 
 

 
 

beckie@bksculpturestudio.com 
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Beckie Kravetz, Witness. Installation.      Photo credit: David Stansbury
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